Influence of Hazlitt on Keats's Criticism by Mittal, Hem
INFLUENCE OF HAZUTT ON KEATS'S CRITICISM 
Dissertation Submitted in Partial Fulfilment 
for the Degree of 
MASTER OF PHILOSOPHY 
IN 
ENGLISH 
BY 
Ms. HEM MITTAIi 
UNDER THE SUPERVISION OP 
Dr. K.S. Misra 
fROFESSOn OF ENQtfSH 
Department of English 
Aligarh Muslim University, 
AKgarh 
l O B X 
^ ^ C o « v p 
DS1920 
^^l'?Z0\ 
•^t 
gBE' C B S ^ 
.28«A 
,<- 2 8 SEP ^» •- r , v j . * — 
DEPARTMENT OF ENGLISH 
AND 
MODERN EUROPEAN LANGUAGES 
ALIGARH MUSLIM UNIVERSITY 
ALIGARH-202002 INDIA 
21* 12*1991 
?9 *fW Jl? fyaf W W P 
This i s to emetltf tli«t Nlss. Hon Hittal 
eoB^mtmd imt H,fliil« diM«rt«ti<m» •e t i t l sd 
•Ix^lammem o£ Haalitt oo x««ts* a Critioiffi, * 
vndmt ny aafttrvlsioii* T6 th9 iMst c^ nqp Icaei^ 
X«a9« ttM work h«8 t3«»» aoiMi tar tho gwiiidato 
horsolf* 
PRorEz:o:K r 
Aligafh Mi's:;.,, j ^ ^ , 
Aiigaxti 
:nfy^ 
CONTENTS 
niEFACE 
CHAPTER I : INTRODUCTION 
CHAPTER I I : HAZLITT'S CRITICAI, STATEMENCS iiB 
dlAPTER I I I : KEATS'S CRITICAL STATEMENT: 5H 
CHAPTER IV : CONCHUSION 86 
A SELECrr BIBLIOGRAPHY Q2 
PREFACE 
That Haz l l t t and Keats were close fr iends Is a well known 
fact to the students of Enpllsh L i t e r a t u r e , but tha t the 
l a t t e r was heavily Indebted to the former not only In 
regard to h i s c r i t i c a l Ideas but a l so In poe t i c composi-
t ions I s normally overlooked by scho la r s . The present 
study i s an attempt to show some of the major and specif ic 
influences of H a z l l t t ' s c r i t i c a l ideas on Keats. I t i s 
needless to say tha t Keats known primary as a great romantic 
poet but students of Keats tend to ignore the fact tha t 
Keats was a conscious a r t i s t and had something of c r i t i c a l 
value a l so to say. His c r i t i c a l statements contained in 
some of h i s l e t t e r s show tha t Keats 's poe t ic compositions 
were not a mere spontaneous effusion of feel ings but tha t 
they were subtly control led by c e r t a i n a r t i s t i c canons. 
These canons are explained by Keats in h i s l e t t e r s . Our 
Purpose is to e labora te these canons as well a s to say how 
they or iginated from the spec i f ic c r i t i c a l statements of 
H a z l i t t . But since Keats explains these canons with a 
sense of convict ion his crijblcal statements donot appear 
as a mere echo of H a z l l t t ' s points of view but as 
r e i n t e r p r e t a t i o n s which have freshness of approach and 
va l i d i t y not only for h i s own poe t i c composition but for 
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Imaginative compositions In general. 
The study has been divided Into four sections. The 
f i r s t section —• Introduction — briefly summarizes the 
major c r i t i c a l Issues which have engaged the at tent ion of 
l i t e ra ry theorists from Plato to Keats's own times. The 
second section contains a discussion of Haz l l t t ' s c r i t i ca l 
statements which are relevant to showing their influence 
on Keats's own c r i t i ca l stances. The third section deals 
with Keats' s c r i t i ca l statements which primarily originated 
from Haz l l t t ' s discussion of various l i t e ra ry Issues. 
Keats'3 stances have been elaborated and discussed not as 
a mere echo of Haz l l t t ' s points of view but as c r i t i ca l 
statements in their own r ights a lso. The f inal section 
is in the nature of recapitulation of the discussion of the 
various l i t e ra ry issues discussed by Keats and Hazl l t t . In 
order to give clari ty to my exposition of Haz l l t t ' s and 
Keats's c r i t i ca l statements I have quoted from these 
wr i t e r ' s writings rather l ibe ra l ly . Finally a selected 
bibliography has been appended. 
I wish to express my gratitude to my supervisor 
Professor K.S. Misra, for h is ungrudging help and guidance. 
I am also thankful to Professor A. Tariq, Chairman, 
I l l 
Department of English, A.M.U. for h i s encouraganent and 
support. I must acknowledge my tharkfulness to the 
s taff of Maulana Azad Library , A.M.U. and Jawahar Lai Nehru 
University Library, for t he i r help in making mate r ia l s 
ava i l ab le to me for the prepara t ion of the present study.' 
My father has been a constant source of in sp i ra t ion and 
encouragement in a l l my academic endeavours and deserves 
c red i t for a l l t ha t stand to gain in l i f e . 
Aligarh HEM MITTAL 
December 1991 
CHAPTER - I 
INTRODUCTION 
The term roniBntlc criticism has been used rather vaguely 
either with reference to certain characteristics of creative 
literature or vlth reference to a movement which was opposed 
to what Is loosely termed classical criticism, or to be more 
precise, neoclassical criticism. In fact, the opposition 
between the two trends the romantic and classical in 
western literature dates back to Plato. Plato was in favour 
of rigour and restraint in literary composition because he 
was fully alive to the pitfalls of romantic excesses. For him, 
though h© does not us© the term romantic criticism, all crea-
tive writings were romantic because they were the product of 
inspiration and imagination. In simplistic terms Platonic 
criticism was largely concerned with the following Issues of 
literary criticism which have been debated from the time of 
recorded history of literature to our own day. These elements 
are the concepts of Inspiration and imagination the creator's 
personality or Impersonality reflected in the poetic product, 
the subject matter, the purpose of literature in th© social 
context and its effect on the reader, and the choice, use and 
handling of the poetic medium. All subsequent critics from 
the earliest times up to date have discussed some or all of 
these issues in keeping with their personal predellctlons 
and the demands made on literature by the social and temp-
oral contexts of the country of its product. In the dis-
cussion of these Issues two distinct critical thoughts 
had existed right from the beginning of literary theorizing 
to our own day of critical scholarship. They are the 
classical trends starting from Plato through the Roman and 
Renaissance critics and Neoclassiclsm in France and England 
to the present time of neo-Arnoldlan criticism followed by 
Eliot and critics who came under his influence. The second 
trend was that of romanticism, starting from Aristotle 
through Longinus in Rome and Sidney in England to the first 
half of the nineteenth century represented by Vfordsworth, 
Coleridge, Hazlltt and Keats. In the following paragraphs 
we propose to briefly examine the changing and developing 
concepts of the various components of criticism to have a 
glimpse of the shaping influences which determined the 
adoption or rejection of these concepts, so that Hazlltt's 
and Keats's critical stances can be understood in a compre-
hensive manner. 
The concept of inspiration and imagination has 
always been central to literary criticism long before 
formal critical thoorizing began with Plato and Aristotle. 
Its genesis can be traced even in the scattered writings of 
poets before Plato, such as Homer and Heslod. During the 
Greek phase of literary theorizing two diverse opinions are 
noticed. Inspiration was considered to be either external, 
a sort of divine visitation to the poetic mind or It was 
taken to be an Innate faculty which, under special circunjs-
tances and in contact with the stimuli of the world of 
phenomena, is put into operation for a brief duration when 
the creative process of the mind is on. 
The chief exponent of the view that inspiration is 
external to the mind of the poet and its source is divine 
Is Plato, though as referred to above we find mention of 
it pven in Homer. But it was Plato who stated, debated and 
elaborated it in his formal critical writings. He stated in 
the Apology that "not by wisdom do poets write but by a sort 
of genius and inspiration", and goes on to elaborate this 
idea further when he said in len that "all good poets, epic 
as well as lyric, compose their beautiful poems not by art, 
but because they are inspired and possessed". The poets 
are "possessed" when they compose lines shows that Plato 
believed in the external existence of inspiration. 
1. G.M.A. Grube, The Greek and Roman Critics (London 
Methuen & Co,, 1965), PP. H7-H8. 
Plato was followed and supported by the Renaissance 
critics, Sir Hiilip Sidney who in his Defense of Ibesie pre-
sented his views thus : 
Poetry sets forth exalted and divine 
thoughts and feeds the mind with heavenly 
ambrosia. This divine fury ... proceeds from 
the Muses. 
The other view that inspiration and imagination are innate 
was propounded by A.ri3totle. He believed that the poet 
was 'a maker' who created or fashioned poetry on the corpus 
available from the external world. That is, the poet 
"created according to a true idea derived from the general 
concept which the intellect abstracts from the details of 
sense."^ Longlnus reiterated Aristotle as well as made an 
advance when he stated : "Imaginative power is innate beyond 
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the reach of arts and rules,'~ His statements set the trend 
of romantic criticism which was to come later. Longinus 
ignored the classical rules governing art and its composition 
2. A.H. Gilbert, Literary Criticism Plato to Dryden 
(New York : American Book Company, 19^0), p, h5S, 
3. 3.H. Butcher , Aristotle's Theory of Poetry and Fine Art 
(U. S. A.: Dover Publication, Inc., 195 ), p. 126. 
k, W.J. Bate, ed., Preface to Criticism (New York, 1959), 
p. h2. 
and accepted imagination as the c rea t ive facu l ty . Upto the 
coming of neoclass ica l c r i t i c s "the term imagination and 
fancy were used synonymously to re fe r to the realms of fa i ry 
t a l e or make-believe,"^ 
"Though sometimes the medieval and Renaissance 
c r i t i c s t r i e d to d i s t ingu i sh between them by 
assigning Fancy the l i g h t e r and l e s s responsible 
kind of imagining, yet in the eighteenth century 
as imagination moved through the stages of 
assoc ia t ion with the neoc lass ica l c r i t i c s fancy, 
fancy assumed the higher role of reference to a 
more c r ea t i ve mental power, imagination the 
humbler reference to the mind's more r epo r to r i a l 
kinds of drudge work." 
Dr. Johnson spoke of imagination as "a l i c e n t i o u s and 
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vagrant f a c u l t y . " ' The n e o c l a s s i c i s t s tended to confine 
the functioning of imagination in poetry to one of combin-
ing and assoc ia t ing images. They f e l t tha t 
5. William K, Wlrasatt, J r . and Cleanth Brooks, L i t e ra ry 
Cri t ic ism t A Shore History (Calcut ta : Oxford IBH 
f\:bli3hlng Co., 196M-), p. 385. 
6. John B u l l i t t and W.J. Bate, "Dis t inct ions between Fancy 
and Imagination in the Eighteenth Century English 
Cr i t ic i sm", Modern languages Notes^ I.X (19^5), pp.B-15. 
7. The Rambler (London : Longman, MD CCXCIII) , pp. 117-18. 
imagination was inventive but i t must be regulated by 
Judgement. In " Id l e r " , Dr. Johnson remarked of Imagina-
t ion as the facu l ty which "se lec t s ideas from the t reasures 
of remembrance, and produces novelty only by varied combina-
t i o n s . "" But coming to the nineteenth century, the concept 
of Imagination acquires a wider connotation and s ign i f icance . 
Imagination is the soul of poe t i c c rea t ion . Imagination 
besides performing the a s soc ia t ive or l inking function in 
the mind between ideas and objects of perception a lso 
modifies them and c rea tes o r r a the r r ec rea t e s things which 
are not even present but are probable. In the following 
paragraphs we propose to discuss the views of the romantic 
c r i t i c s e spec ia l ly those of Vfordsworth and Coleridge, 
The romantic c r i t i c s came to regard imagination 
more than a mere power of v i s u a l i z a t i o n , somewhere in between 
sense and reason, not even the inventive power of the poet 
which the n e o c l a s s l c i s t s conceived as "combination of innate 
s e n s i b i l i t y , the power of a s soc ia t ion and the facul ty of 
concept ion," but a c r ea t ive power by which the mind gains 
ins igh t into r e a l i t y . Vfordsworth emphasized the cognitive 
and vis ionary power of imagination. He says tha t "Imagina-
t ion shapes and c rea tes , . , , a sublime consciousness of the 
8. Arthur Murphy, e d . , Complete Wbstks of Samuel Johnson. 
Vol. V (London, O.U.P. 1823) , P. 175, 
soul In her own might and almost d ivine power. "" For 
Vfordsworth, Imagination I s the eighteenth century assoc la -
t lonallsm governing the combination of Images. Imagination 
Involves the cooperation or In te rac t ion of the himan mind 
with the external world. I t i s , as Wbrdsworth spoke of 
imagination in ftrelude BK XIII ; "an ennobling interchange/ 
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or ac t ion from within and wi thout . " Wordsworth v a c i l l a -
t e s in deciding about the o r i g i n s of Insp i r a t ion or "inward 
impulse." Sometimes i n sp i r a t i on seems to come from above 
as "v ig l t ings of the Imaginative power," a t o ther t imes, 
and more c h a r a c t e r i s t i c a l l y , i t seems to emanate from the 
inner l i f e , and buried past : 
A Shy s p i r i t in my hea r t 
That comes and goes w i l l sometimes l eap 
From hiding places to years o ld . 
At times Wordsworth makes imagination purely sub j ec t i ve , an 
imposition of the human mind on the r e a l world. At other 
times he considers i t as an i l luminat ion beyond the control 
of the conscious mind and even beyond the individual soul . 
9. De. Selincourt and H. Darbishl re , e d s , . The Poetical 
Vbrks of Vibrdsworth. (London : Oxford u .P. 19^+9), PP. 375-6. 
10. N.C. Smith, e d . , Vfordsworth's L i te ra ry Cri t ic ism 
(London : Fjtowde-, 1905), PP. 160-61. 
11. The Poet ical Woxks of Wordsworth, o p . c l t . ^ P» 203. 
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But frequently he takes an in-between pos i t ion which favours 
the Idea of co l l abora t ion . Speaking of how Imagination 
funct ions, he remarked t h a t imagination removes the film of 
faml la r l ty from the ordinary objects and presents them In an 
12 
unusual aspect. Wordsworth attempted to disengage fancy 
and Imagination from their neoclassical explanation and 
presented Fancy and Imagination as Synonymous. His view in 
this regard deserves to be quoted In some detail : 
To aggregate and to associate, to evoke and 
combine, belong as well to the Imagination 
as to the Fancy; but either the materials 
evoked and combined are different, or they 
are brought together under a different law, 
and for a different purpose. Fancy does not 
require that the materials which she makes 
use of should be susceptible of change in 
their constitution, from her touch, and where 
they admit of modification, it is enough for 
her purpose if it be slight, limited and 
evanescent. Directly reverse of these, are 
the desires and demands of Imagination. She 
12. Campbell, Pyre, and Weaver, eds. , Poetry and Criticism 
of the Romantic Movement (London ^ New York : \ppleton 
Century C'rofts, Inc., 1960), p. 193. 
r eco i l s from everything but p l a s t i c , the 
p l i a n t and the i n d e f i n i t e . -^  
Hence Wordsworth has made I t c l ea r how Fancy and Imagination 
are s imilar and a t the same time d i ss imi la r in t h e i r require-
ments anJ functioning. 
The romantic not ion t h a t imagination is an innate 
power was s t r e s sed by Coleridge with c e r t a i n t y . Coleridge 
expressed t h i s idea in h i s Lectures On Shakespeare : /111 
t rue poets "write from a p r inc ip l e wi th in , not o r ig ina t ing 
in anything wi thou t . " ' 
In the "Statesman's Manual" Coleridge made the 
following comments : 
t h a t reconci l ing and mediatory power, which 
incorporates the reasons in images of the 
sense and organizing (as i t were) the flux 
of the senses by the permanent and se l f -
c i r cu l a t i ng energies of the reason, gives 
13, Thomas Hutchinson, e d . , The Poet ical Works of 
Wbrdsworth (London : O.U. P . , Reprint , 193o) » P. 957. 
^h, Lectures on Shakespeare^ Etc. (London ; Everyman, 
Dent & Sons, 1951), PP. ^8-U^9. 
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b i r th to a system of symbols, harmonious In 
themselves and consubstant ia l with the t ru ths 
15 
of which they are conductors. 
Coleridge l i k e Wordsworth regards Imagination as a mediatory 
power between the reasoning and the emotional mind. The 
as soc ia t ive importance of reasoning or Judgement in Imaglna^ 
t ion i s not ignored, Coleridge equated imagination with 
reason, and made i t the c r e a t i v e , o r ig ina t ing function of the 
mind which deals with wholes; and he equated understanding 
with fancy, d i f fer ing from imagination in k ind , a non-
c r e a t i v e , a s soc ia t ive facu l ty of the mind which deals with 
p a r t s . Commenting on Wordsworth's statement on fancy and 
imagination as i d e n t i c a l ( the power of evoking and combining 
belongs to both) , Coleridge r^iarked in h i s t r e a t i s e 
Biographia L i t e r a r i a : " . , . he (Wordsworth) has mistaken 
the copresence of fancy with Imagination for the operat ion 
16 
of the l a t t e r s ingly . In f a c t , fancy and imagination a re 
17 
"two distinct and widely different faculties." ' Colerldg« 
elaborates this idea further : 
The Imagination then, I consider either as 
15. Quoted from P. S. Shas t r i , Coler idge ' s Theory of Poetry 
(Delhi : Chand & Co. 1979) , P. 51. 
16. J. Shawcross, e d . , Biographia L i t e r a r i a (London j OUP. 
1907), P. 19^. 
17. i b i d . , P. 60. 
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primary or secondary. The primary Imagination 
I hold to be the l iving power and prime Agent 
of a l l hiaman perception, and as a repet i t ion in 
the f in i t e mind of the eternal act of creation 
in the Infini te I AM. The secondary Imagination 
I consider as an echo of the former, co-existing 
with the conscious w i l l , yet s t i l l as Identical 
with the primary in the kind of i t s agency, and 
differing only in degree, and in the mode of 
i t s operation. I t disolves, diffuses, dissipates 
in order to recreate , or where th is process i s 
rendered impossible, yet s t i l l at a l l events 
i t struggles to visualize and to unify. It i s 
essent ial ly v i t a l , even as a l l objects (as 
1R objects) are essential ly fixed and dead. 
Besides classifying imagination as primary and secondary 
describing their nature and functioning Coleridge speaks of 
19 
imagination as "a synthetic and magical power, '• Imagina-
tion makes the supernatural appear natural convincingly and 
its driving energy operates in the interaction of life and 
dream. 
18. Ibid., p. 202. 
19. Peter Kitson, ed,, Romantic Criticism (London t 
B.T. Batsford Ltd., 1989), p. 95. 
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Both Wordsworth and Coleridge consider Pag ina t i on 
as a r ec rea t ing and shaping power. Imagination, namely 
the poet ic Imagination ac t s on the sensory percept ions 
s tored In the mind. I t l i n k s ideas and objects Into varied 
combinations. This a s soc i a t i ve process organizes the 
sensory percept ions derived from nature in to meaningful 
images. Imaginative process i s Inventive and i s d i f f e r en t 
from imi ta t ion . Imagination i s not a wilful f acu l ty , ag 
the n e o c l a s s i c i s t s held but a superior facul ty ( in compari-
son to fancy) which helps in transmutation of famil iar 
objects in to unfamiliar ones and the v ice -versa . I t opera-
tes in unison with reason and revea ls the ul t imate r e a l i t y . 
The theory of imagination as propounded by Wordsworth and 
Coleridge Influenced the other Romantic c r i t i c s . 
William H a z l i t t the other s ign i f i can t c r i t i c 
belonging to the generations of the Romantic c r i t i c s could 
not ignore Vfordsworth and Coleridge. This does not in any 
way imply tha t he has nothing new to say on the concept of 
imagination. The t r u t h is tha t he discussed the theory of 
imagination e labora te ly and e x p l i c i t l y . His concept of 
imagination is more modern than t h a t of h i s predecessors . 
Haz l i t t speaks of imagination "as a wholly a e s t h e t i c process" . 
13 
20 
having "cognitive and vis ionary n a t u r e . " Haz l l t t perceives 
Imagination as sympathetic, a s s o c i a t i o n a l , formative, I n t u i -
t i v e , f u t u r i s t i c or an t i c ipa to ry in na tu re . These charac-
t e r i s t i c s have been elaborated and disctused in the following 
chapter , 
H a z l i t t influenced h i s fr iend and contemporary, 
Keats, as far as the l e t t e r s l i t e r a r y theor ies are concerned. 
We find tha t Keats ' s notion of Imagination i s s imi l a r to tha t 
of H a z l l t t , though a t times we are not sure whether he i s 
drawing on H a z l i t t ' s views or i s echoing Wbrdsworth's and 
Coler idge 's t e n e t s , which had a general Impact on a l l the 
Romantic c r i t i c s , Keats looks a t Imagination as a power 
which c rea tes as well as reveals through c r ea t i ng . Through 
imagination he sought an absolute r e a l i t y to which a door was 
opened by h i s apprecia t ion of beauty through the senses. In 
other words, for Keats imagination i s an instrument of i n t u i -
t i ve ins ight and i s the most au then t ic guide to u l t imate 
t r u t h and i n ^ i t s highest form i s a generat ive force in i t s 
c rea t ion of e s sen t i a l r e a l i t y , Keats a l so speaks of imagi-
nat ion as a pene t ra t ive and sympathetic facul ty which i d e n t i -
f i es i t s e l f with the momentary objects of i t s contemplation. 
20. ftitrick Parr lnder , Authors and Authority ; A Study of 
English L i t e r a ry Cri t ic ism and i t s Relation to Cult'ure 
1750-1950 (London : Routledge & Kegan i^ulna 1977) ^ D.9M-. 
^h 
From the foregoing discussion of the concept of 
imagination i t i s c l ea r tha t the term imagination and i t s 
associa ted connotations have undergone the process of 
evolut ion. Not only t h i s , Imagination has acquired high 
esteem with the c r i t i c s as the ac t i ve facul ty of the mind 
working in harmony with reason in order to reveal t r u t h 
which the common man cannot comprehend with his own percep-
t i on . I t i s d i s t i n c t from Fancy and i s a superior faculty 
which i s capable of modifying and r e - c r e a t i n g . 
Like the concept of Imagination, the problem of 
expression of the writer 's pe r sona l i ty or i t s non-expression 
in l i t e r a r y composition i s an old issue which has been the 
subject of debate since the times of Homer upto the present 
day. P l a to ' s main object ion t o ' l i t e r a t u r e was based on h i s 
concept of l i t e r a t u r e as incapable of represent ing or convey-
ing r e a l i t y or t r u t h . His object ion to poetry was based on 
the element of invention in the poet ic process of composition, 
Plato contended tha t the poet produced something which was not 
in the world of phenomena. The same idea i s upheld by Sidney 
when he says tha t the wr i t e r rec rea tes from sensory percep-
t i o n s . This implies t h a t the a r t i s t ' s own experience and 
vis ion cons t i t u t ing h i s inner pe r sona l i ty influence and 
find expression in h is work. The presence of the a r t i s t ' s 
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persona l i ty i s an important ingredient in the c r i t i c a l 
stances of Homer, Longinus and Sidney. But the Class ica l 
Roman c r i t i c s led by Horace and the neoc lass ica l c r i t i c a l 
p r a c t i t i o n e r s of poetry led by Pope were in favour of the 
a r t i s t ' s detachment. In fac t the s a t i r i c a l drama and the 
i ron ic mode of wr i t ing since the time of Horace and Juvenal 
through the Jacobeans to our own day prefer Impersonality 
because then the a r t i s t presents the world of phenomena 
with detachment. 
Wien we examine the concept of persona l i ty and 
impersonality i n the nineteenth century two d i s t i n c t s t rands 
emerge, which have ex is ted s ide by s i de . The s t r a i n of 
sub j ec t i v i t y supported by Wordsworth c a l l s for the expre-
ss ion of the a r t i s t ' s se l f and emotions. According to 
Wordsworth the a r t i s t must c rea te na tu ra l l y , giving to h i s 
feel ings and exper iences , thereby revealing his pe rsona l i ty 
( the self) in h is l i t e r a r y c rea t ion . '/fordsworth s ta ted in 
h i s Essay Supplementary to the Preface : 
Poetry t r e a t s things not as they a r e , but as 
they appear, not as they e x i s t in themselves 
but as they seem to ex i s t to the senses and 
21 
to the passions. 
21, Wordsworth's L i te ra ry Cri t ic isf t , o p . c i t . . p. 169. 
16 
Here Vfordsworth I s defending the expression of poe t ' s 
emotions and t r ans f igu ra t i on of r e a l i t y Into poetry In the 
colotir of h is (poe t ' s ) own f e e l i n g s . Unlike Wordsworth, 
Coleridge described the poet as an ob j ec t i ve , Impersonal 
contemplator and c rea to r . The poet shares the general r a t h e r 
than merely personal concerns. 
The second s t r a i n I s t ha t of o b j e c t i v i t y , which 
requires the a r t i s t to be Impersonal and wr i te with d i s i n t e r -
es tedness , expressing through c o r r e l a t i v e s . This view i s 
e lucidated by Haz l l t t and Keats. 
At the outse t Haz l l t t re jec ted sub jec t iv i t y and 
commenting on 'jfordsworth remarked " that Vfordsworth reduced 
poetry to a mere effusion of na tura l s e n s i b i l i t y , surround-
ing the meanest objects with the morbid fee l ings and devour-
22 Ing egotism of the w r i t e r s ' own minds." He added tha t the 
poe t ' s personal fee l ings and i n t e r e s t s should not obtrude in 
h i s work otherwise there i s the danger of los ing "that high 
and permanent i n t e r e s t beyond ourse lves" which i s e s s e n t i a l 
for grea t and universal poetry. From t h i s statement, Haz l l t t 
proceeds to give h i s views on how the poet looks "abroad Into 
22. P.P. Howe, ed . , Complete Works of V/illlam Haz l l t t 
vo l . V (London : J.M. Dent & Sons, 1930-3^), P. 53. 
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un ive r sa l i t y fo rge t t ing that there i s any such person as 
myself i n the world,"^3 and comes to a s s e r t t h a t such a 
forgetfulness i s necessary for a r t i s t i c c r ea t ion . The poet 
when creat ing must detach h i s fee l ings and present them 
object ively through c o r r e l a t i v e s . How objec t ive c o r r e l a t i -
ves help in segregating personal experiences and feel ings of 
the poet, i s explained by H a z l i t t thus : 
Objective c o r r e l a t i v e i s the perfect coincidence 
of the image and words with the fee l ing which 
the poet has and of which he cannot get r id in 
oh 
any other way.*^ 
In h i s essay on "Table-Talk" Haz l i t t contends : 
Unlike Wordsworth, who Imposes personal and 
uncommon as soc i a t i ons on ob j ec t s , the a r t i s t 
must remain detached and abs ta in from f a l s i f y -
ing the s igni f icance of an image, only then the 
a r t i s t can make something out of nothing. 
23. "The Plain Speaker," Complete ^^brks of vailiam Haz l i t t 
Vol, XII , p. 123. 
2^. "Lectures on the English P o e t s , " Complete Vtor^a of 
William H a z l i t t . Vol. V, p. 7. 
25. "Table-Talk", Complete Vforks of William H a z l i t t . 
Vol, VII I , p. W, 
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Keats followed Hazllt t on the question of the 
expression or non-expression of the poet 's personality. 
Keats elaborated his ideas on th i s issue in his well known 
theory of negative capabili ty. He considers the poet as 
unpoetical character, the poet 's personality is effaced in 
h i s work. The poet in his capacity as creator Identifies 
himself with the object of h i s imitation, having no fixed 
self or identi ty. This negation of individuality and 
thereby achieving objectivity is possible only in a s ta te 
of mind v;hen i t i s neutral and capable of remaining in 
doubt and fear. This means, when the in te l l ec t sustains 
i t se l f in th i s s t a t e , i t comes in a position to reveal the 
mysteries of l i f e and the universe. To be more precise i t 
then apprehends universal t ru ths . And in order to express 
universal t ruths the poet has to dissociate his personal 
feellnRS and t rea t them objectively. 
Having discussed the question of personality and 
impersonality we will now examine the choice of subject 
matter of poetry. The choice of subject matter of poetry 
has been always liiiced with the function of l i t e ra tu re in 
general in any part icular age. As Plato believed in the 
u t i l i t a r i a n and educative function of l i t e r a t u r e , for him 
the representation of the ideal and good things in l i f e 
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cons t !b i ted the subject matter of poetry. The socia l r e s -
pons ib i l i t y of poetry i s the much debated Issue since Plato 
to the present times. Side by side with the d idac t i c func-
t ion of poetry we find a e s t h e t i c function contending for the 
s t a t u s of the sole function of poetry . P la to stood for the 
d idac t ic ro le while Longinus, Sidney and, the Romantic c r i t i c s 
for the a e s t h e t i c function. C r i t i c s l i k e Horace have t r i e d 
to find the middle path where entertainment combined with 
i n s t ruc t ion was pleaded to be the function of poetry. Logi-
c a l l y , the re fo re , there had been a v a c i l l a t i o n of emphasis on 
these two concepts upto the end of the e ighteenth century. 
While the eighteenth century c r i t i c s by and l a rge led by 
Pope emphasized the choice of urban l i f e a s the subject 
mat ter , the romantic c r i t i c s , and even some of the ^%o-clas3i-
cal c r i t i c s wpnt to the other extreme, pleading t h e i r case in 
favour of ru ra l l i f e . 
In the nineteenth century Wordsworth in an ef for t to 
bring poetry c lose r to human l i f e se lec ted " incidents and 
s i t u a t i o n s from common l i fe , " for h i s poe t ic compositions 
published in The Lyrical Ballads. Besides he a l s o , 
considered the permanent and primary aspects of nature and 
26. Poetry and Cri t ic ism of the Romantic Period, op. c i t . , 
P. 193. 
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the manner in which they inf luence the permanent and e s sen t i a l 
q u a l i t i e s of human nature as the proper subject for poet ic 
t reatment . Coleridge di f fered from Wordsvorth by adding the 
supernatural to the province of poetry besides the v i s i b l e 
na tu re . Coleridge chose the supernatural so as to discern 
the mysterious forces a t work in the universe and to r ea l i ze 
ul t imate r e a l i t y . 
Haz l i t t spoke of nature as the soul of ac t and as 
being superior to a r t . Nature is a va s t , l iv ing and evolving 
process i d e n t i c a l with r e a l i t y which includes human as well 
as non-human na ture . fbetry Incorporates nature in I t s 
content . I t embodies not only external a c t i o n s , events and 
objects but a lso includes the in te rna l happenings thoughts , 
emotions and dreams coming to Keats, we find tha t the 
subject matter of poetry is well defined. He c l a s s i f i e d 
subject matter into three heads things r e a l , semi-real and 
non-exis tent . Under things r e a l he includes the sun, the 
moon and s t a r s ; things semi-real are love , the clouds and 
others which requ i re the poetic imagination to make them 
e x i s t ; and non-exis tent things tha t are made great and 
dignif ied by an ardent p u r s u i t . ' 
27. R.E. Ro l l i n s , ed. , The Le t t e r s of John Keats, Vol. I . 
(Cambridge : Cambridge Univ. ft-ess, 1958), pp. 2^+2-^3. 
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WQ may concluie t h i s d iscuss ion on the sub.ject 
matter of poetry by s t r ess ing the fact that during the 
nineteenth century a l l the romantic c r i t i c s accepted nature 
as the source of poet ry . The neoc lass ica l c r i t i c s had 
a lso considered nature as the provider of matter to poetry. 
The difference between them l i e s In t h e i r approach to na ture . 
For the n e o c l a s s i c i s t s nature meant pr imar i ly human nature 
but the romantic c r i t i c s included non-human nature as well 
under the purview of na tu re . In s h o r t , the romantic c r i t i c s 
enlarged the scope of poetry by adding to i t content. 
However, contemporary worldly problems were not considered 
to be s u i t a b l e for poe t ic t reatment . 
The next Important i s sue i s the quest ion of the 
poe t i c medium. What should be the language of poetry -
t h i s i ssue has been debated since ear ly t imes. The fact 
t h a t the language of poetry dif fered from the ordinary or 
the conversational language was unanimously accepted by 
ancient c r i t i c s . P l a t o , A r i s t o t l e , Longinus - a l l were 
aga ins t the use of showy words and a r t i f i c i a l language. 
In general they disapproved of a f f ec t a t ion in poet ry . Even 
the neoclass ica l c r i t i c s stood for c l a r i t y and s impl ic i ty , 
28 
for "natural thought expressed without violence to language." 
28. " Id le r " , Complete l-hi^s of Samuel Johnson, o p . c l t . , p. 77, 
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They used ref ined language or the language of the educated 
as poe t ic medium. But in the nineteenth century there was 
a strong r eac t ion agains t the a r t i f i c i a l or cu l t iva ted 
language of the eighteenth century. The romantic c r i t i c s 
advocated the use of na tu ra l language as the language of 
poetry . This view found strong adherence and support in 
Wordsworth. For Vbrdsworth in h i s Preface ca l l ed for the 
employment of "the language of conversation in the middle 
and lower c lasses of l i f e " in poetry . Later t h i s became 
"a se lec t ion of r e a l language of men in a s t a te of vivid 
29 
sensa t ion . " Wbrdsworth a t f i r s t spoke of r u s t i c lang-
uage as the language most su i ted for poetry on account of 
lbs s impl ic i ty and i t s freedom from e labora te express ions . 
Later he se lec ted spoken language as the ap t poe t i c medium 
as i t i s free from vu lgar i ty and meanness of ordinary l i f e . 
Wordsworth did not d i s t ingu ish between did not accept the 
above views. Reacting to them he wrote in h i s Biographia 
L i t e r a r i a : 
The best p a r t of human languages properly 
so c a l l e d , i s derived from r e f l e c t i o n on the 
ac ts of mind i t s e l f . I t i s formed by a 
29. Poetry and Cri t ic ism of the Romantic Period, op. c i t . , 
pp. 193-9»+. 
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voluntary appropr ia t ion of fixed symbols to 
In terna l a c t s , to processes and r e s u l t s of 
Imagination, the g rea t p a r t s of which have no 
place in the consciousness of the uneducated 
30 
man.-* 
In other words he re jec ted Vfordsworth's notion of the 
natural spoken language ag the language of poetry. He 
remarked tha t I*)rdsworth's view on poet ic medium are 
"applicable only to c e r t a i n c lasses of poe t ry , " and hence 
cannot be accepted without r e se rva t i ons . Ins tead , 
Coleridge favoured the use of the language of educated 
people for poe t ic expression. Moreover, he f e l t tha t the 
language of poetry must be separate from t h a t of prose . 
Like the other romantic c r i t i c s Haz l i t t l a i d s t r e s s on the 
use of simple lat^uage and unelaborated expressions in 
poetry. The language of poetry should evolve na tu ra l ly 
out of the p o e t ' s fee l ings for h i s subject and move the 
reader. This i s not possible i f the language i s i n t r i c a t e 
and fu l l of e labora te express ions . H a z l i t t did not make 
any d i s t i n c t i o n between the language of prose and of 
poetry. He asse r ted tha t metre does not make the whole 
30. Biographia L i t e r a r i a . op. c i t . , pp. 39.'+0. 
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dif ference between prose and poetry. The poet must make 
use of musical language which i s the language of the music 
of the mind. Metre i s responsible for the poet ic music. 
Unlike h i s predecessors Keats does not mention what should 
be the language of poetry c l ea r ly . But some idea can be 
formed from h i s statements here and there in h i s l e t t e r s 
and t h e i r p r ac t i ce in h i s own poems. This much is ce r ta in 
t h a t Keats was for the use of natural language in poetry 
and apprecia ted melody In verse . 
Having discussed %he views of c r i t i c s on poetic 
medium we are now going to see what the c r i t i c s had to say 
regarding the function of poetry. The chief aim of poetry 
is to represen t general or universa l t r u t h s . Poetry has 
formative and moral ef fec t on the r eade r s . This standi 
was taken by the Greek crl t icjs and it;? cont inu i ty is seen 
even In the c r i t i c s of the present age. That poetry 
performs the twin function of Ins t ruc t ing as well as 
Pleasing was accepted by the majority of the c r i t i c s . But 
i n i t i a l l y (Plato) the moral e f fec t of poetry on man's mind 
and soul was s t ressed and so the d idac t i c function of 
poetry was given importance, Later Sidney emphasized tha t 
poetry must I n s t r u c t and please a l s o . The neoc lass ica l 
c r i t i c , Dr. Johnson regarded poetry as a mere vehic le for 
the communication of moral or psychological t r u th . During 
25 
the nineteenth century, the romantic c r i t i c s gave weightage 
to the a e s t h e t i c function of poetry but they did not ignore 
the other function t o t a l l y . The chief spokesman of roman-
t i c c r i t i c i s m , Wordsworth, regarded poetry as the manipula-
t ion of human feel ings for the purpose of man* s mental and 
moral heal th and happiness. He wrote t 
A grea t poet ought to r ec t i fy men's 
f e e l i n g s , to give them new compositions 
of f e e l i n g , to render t h e i r feel ings more 
sane, pure and permanent. In shor t , 
more consonant to nature t h a t i s , to 
external na tu re , and the great moving 
s p i r i t of things.-^ 
Vfordsworth further added tha t poetry functions to 
j o l t people out of t h e i r emotional ind i f fe rence , making 
them r e a l i z e the nature and mystery of the world. Poetry 
a lso serves as a s t imulant aga ins t the "savage torpor" of 
the age. While Coleridge contends tha t by making t ru th 
r a the r than pleasure the immediate object of poetry 
Wordsworth has destroyed "the main fundamental d i s t i n c t i o n , 
31 . Wordsworth's L i te ra ry Cr i t i c i sm, op. c i t . . p. 7. 
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not only between poem and prose, but even between philosophy 
^2 
and marks of fiction.""^ Coleridge recognizes the del ight ing 
ro le of poetry and a t the same time acknowledges the in s t ruc -
t ive function a l s o . But the pleasure-giving aim of poetry 
was emphasized, as i s evident from his statement tha t "Poem 
i s that species of composition . . . proposing for i t s 
Immediate object p l ea su re , not t r u th . "^^ Neither Wordsworth 
nor Coleridge was cons i s t en t in t h e i r idea of the r e l a t i o n of 
poetry to p leasure . But in H a z i i t t there i s no cont radic-
t ion . He i n s i s t s on pleasure as the proper end of poetry in 
h i s essay "On Poetic V e r s a t i l i t y . " Besides, poetry helps 
in personal refinement or addi t ion of knowledge which in 
i t s e l f i s a p leasure . H a z l i t t objected to d i d a c t i c poetry 
as i t l i m i t s the p o e t ' s imagination and merely emphasizes 
t ru ths and maxims which a re l imi ted . Like H a z l i t t , Keats 
also prefer red tha t the end of poetry i s to amuse the 
readers . Keats hated poetry tha t was i n s t ruc t i ve or had 
palpable des igns . 
In the foregoing pages we have br ie f ly simmarlsed 
the various i ssues discussed and debated by the Romantic 
c r i t i c s during the f i r s t ha l f of the nineteenth century, 
32. Biographia L i t e r a r i a . pp. c i t . . p. 10'+. 
33. I b i d . , p . 10. 
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Which a re Imagination and Pancy, Personal i ty and Impersona-
l i t y , Subject mat ter , poe t i c medium and poet ic function. We 
have traced the development of these issues since P l a t o ' s 
times to the nineteenth century. 
The above discussion i s aimed a t giving us a 
c r i t i c a l background to H a z l i t t ' s own c r i t i c a l stances which 
eventual ly were taken up for fur ther e labora t ion or 
modification by Keats, 
CHAPTER II 
HAZLITT'B CRITICAL STATEMENTS 
H a z l i t t ' s c r i t i c a l wr i t ings are not ava i l ab le in any formally 
systematized t r e a t i s e l ike A r i s t o t l e ' s Poetics^ Sidney's 
Defencse of Poesy. Dryden's Essay of Dramatic Poesy^ or 
Coler idge 's Biographia L i t e r a r i a . H a z l i t t was a p r o l i f i c 
wr i t e r who wrote on a va r i e ty of subject -mat ter — l i t e r a r y , 
c r i t i c a l and tha t of commonplace i n t e r e s t . But i t i s not 
d i f f i c u l t to piece together h i s c r i t i c a l pronouncements 
sca t t e red over h i s wr i t ings to get an idea about the various 
Issues of l i t e r a r y c r i t i c i s m . However we do not propose to 
e s t ab l i sh tha t Haz l i t t was e n t i r e l y o r ig ina l in his t heo r i z -
ing, as perhaps no other c r i t i c can be. As we have shown 
in the preceeding chapter there have been ce r t a in Issues of 
l i t e r a r y theor ies which have been discussed and debted over 
the ages, H a z l i t t , t oo , gives a perfunctory treatment in 
h i s s t ray remarks and sometimes ser ious ly s c ru t in i ze s them. 
The issue of imagination i s a major i ssue which has 
been discussed by h i s contemporaries Wordsworth, Coleridge 
and Shelley. Haz l i t t a l s o , has h i s expl ica tory contr ibut ion 
t o make in t h i s regard. His theory of imagination Is "more 
de ta i l ed and . . . r evea l ing" and of "broader phi losophical 
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reading than tha t of Wordsworth," Is "more c o n s i s t e n t , 
e x p l i c i t , and l e s s ambiguous than those of Coleridge and 
Shel ley ." His descr ip t ion of imagination can be gathered 
from h i s d i f fe ren t essays . ' In h i s l e c t u r e "On Poetry in 
General" he defines imagination as " that facul ty which 
presents objects not as they are in themselves, but a s they 
are moulded by other thoughts and fee l ings in to an i n f i n i t e 
2 
va r ie ty of shapes and combinations of power. Here Haz l l t t 
i s close t o Coler idge 's concept of Imagination as a re -c rea-
t i ve process. In the essay "On Reasoning and Imagination" 
Imagination 1 P considered as "an assoc ia t ing principle,"-^ 
In h i s l e c t u r e "On Shakespeare and Milton" he c a l l s Imagi-
L 
nat ion "the power of feigning things according to n a t u r e , " 
I? 
and the power of "giving the feeling tha t I s in na ture , 
1. J.M. B u l l i t t , "Hazl l t t and the Romantic Conception of 
the Imagination," Phi lo logica l Quarterly. Vol. XXIV 
(19^5), P. 3^3. 
2. Complete Works of William Hazl l t t^ Vol. V, p. h, 
3. "The Plain Speaker", Complete Works of William Haz l l t t ^ 
Vol. XII, p. 51. 
h. Complete Works of William H a z l l t t . op. c i t . , Vol. V, :oropie 
5. "Sketches of the ft-lnclpal P lc ture - f ia i i e r les In Kngland," 
Complete Works of William H a z l l t t . Vol. X, p. 128. 
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Speaking of French drama Hazlltt said that they were devoid 
of "the faculty of imagination, if by this we mean the 
power of placing things in the most novel and striking point 
of view. Hazlitt here, too, seems to be emphasizing what 
Wordsworth and Coleridge had earlier said of Imagination as 
the faculty which removes the film of familarity from 
objects and adds novelty to them. 
In his lecture "On Wit and Humour" Hazlitt contra-
sts imagination with wit s through the former we discover 
"something similar in things generally alike, and the 
latter is more or less like a momentary deception, flashy 
type of visualization of sameness in things that are in 
actuality totally unlike."'^ In the essay "On Genius and 
Commonsense" there is a further elaboration of the 
definition : 
Imagination is more properly, the power of 
carrying on a given feeling into other 
situations, which must be done best according 
to the hold which the faculty itself has taken 
of the mind, 8 
Here there are two points stated by Hazlitt, One is that 
6, Ibid., p. 116. 
7, "Lectures On the English Comic Wri te r s , " Complete Works 
of V/illiam Hazl i t t^ Vol, VI, p, 23, Hazli t t* s cont ras t 
of imagination and wit i s s imilar to Coleridge' s contras t 
between secondary imagination and fancy. 
8, Complete Works of William H a z l i t t . op. c i t . Vol. VIII,p.H2. 
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the theory of a ssoc ia t ion has given b i r th to Important 
s t y l i s t i c factors and the language is evoca t ive , connotat lve, 
and suggestive which becomes the s tap le of New Cri t ic ism in 
the twentieth century. The second point I s tha t poetry 
expresses the l ived experience. I t i s only in the l ived 
experience t h a t fee l ings take hold of the mind. Elsewhere 
he says, " t h i s i s the t rue Imagination, t o put yourself in 
q 
the place of o the r s , and to feel and speak for them." 
"The p r inc ip l e of imagination" he says i s another context , 
"resembles the emblem of the serpent by which the ancients 
typi f ied wisdom and un iverse , with undulating f o l d s , forever 
varying and forever flowing into i t s e l f — c i r c u l a r and 
10 
without beginning or end," 
These statements on the faculty of lmag ina t lon , , i t g 
po ten t ia l functions are somewhat s imi la r to the q u a l i t i e s 
ascribed t o t h i s facul ty in h i s "Essay on the Pr inc ip les of 
%man Action." H a z l i t t a t f i r s t defined imagination as the 
facul ty tha t "must carry me out of myself in the feeling of 
o t h e r s . " He goes on to say tha t imagination i s , by no 
9. "Art and Dramatic Cr i t i c i sm," Complete Iferks of van lam 
H a z l i t t . Vol. XVIII, p. 3^5. Haz l i t t i s an t i c ipa t ing 
E l i o t ' s theory of Impersonali ty. The poet achieves the 
ann ih i la t ion of h i s personal i d e n t i t y by melting into 
d i f fe ren t ob.ject, charac te r , and s i t u a t i o n s through 
feel ings he wants to convey. And t h i s must have given 
Keats the c lue to Negative Capabi l i ty . 
10. Ibid. , p. 371. 
11. An Essay on the Pr inc ip les of Human Act ion," Complete 
Vforks of William H a z l i t t . Vol. I , p . 1. 
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means, uniformed or undirected fantasy. I t Is an ac t ive 
agent of the mind which gives momentum to the whole ep ig t e -
mologlcal apparatus within the person* s mind. Imagination 
secures complete sympathetic i d e n t i f i c a t i o n with a l l the 
a t tendent circumstances. Imagination revea l s i t s e l f 
through revolut ionary r e l a t i onsh ip between cause and effect 
and thus foresees "the probable and necessary consequences 
of th ings .^^ This sympathetic i d e n t i f i c a t i o n l eads to a 
new i l lumina t ion , a t h r i l l i n g and v ib ran t sense of wholeness, 
which i s the r e s u l t a n t of the happy match between reasoning 
and imagination. 
From the above d iscuss ion i t i s evident t ha t 
H a z l i t t ' 3 use of the "word Imagination i s not con t r ad i s t i n -
guished from or opposed to reason, or the facul ty with which 
we r e f l e c t upon and compare our i d e a s , but as opposed to 
sensa t ion or memory." -^  Imagination i s t o t a l l y non-insular 
and accepts a l l other cognit ive channels. Haz l i t t affirms 
t h i s when he says tha t Imagination i s the "facul ty of mul t i -
p ly ing , varying, extending, combining and comparing" our 
or ig ina l passive impressions. I t 1 s thus the function of 
extending and universa l iz ing "ideas beyond the bounds" of 
12. I b M . , P. 9. 
13. Ibid. , p. 19; n. 27. 
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our "memory and sense ." Fur ther , i t brings the moral i ty of 
everything, making i t a l i v i n g experience as the inherent 
idea of good and e v i l i s exposed and makes i t a l i ve in a l l 
i t s emotion-charged p a r t i c u l a r s . Imagination thus "creates 
object" t h a t i n v i t e s voluntary ac t ion . 
In t h i s manner, i t performs i t s function a s an 
ac t ive and inspi r ing agent. During the imaginative process 
imagination begins with the feel ings connected with i n d i v i -
dual images and builds up an e labora te complex of ideas as 
these images are free t o exe r t fu l l force of a s soc ia t ion 
15 
unler the impetus and s e l ec t i ve cont ro l of fee l ing . Thus, 
we see , imagination to Haz l i t t i s not a t ranscendental 
r e a l i t y , as Coleridge perceives of i t , e spec ia l ly in 
respect of h i s Primary Imagination, H a z l i t t ' s postula tes 
on imagination are phi losophica l . He comes close to 
Coleridge' s understanding of Primary and Secondary 
Imagination. The following passage on scot t in H a z l i t t ' s 
The S p i r i t of the Age echoes Coler idge 's concept : 
I t must be owned, there i s a power i n t rue 
poetry t h a t l i f t s the mind from the ground 
1M-. Ibid, , p. 20; pp. 26-27. 
15. I b i d . , pp. 20-27; 2V-26n. 
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of r e a l i t y to a higher sphere, t ha t pene t ra tes 
the i n n e r t , s c a t t e r e d , incoherent ma te r i a l s 
presented to i t , and by a force and i n s p i r a t i o n 
of I t s own, melts and moulds them in to 
sublimity and beauty. 
The mind depicted here i s both ac t ive and pass ive , 
voluntary and involuntary. The percept ion of " i n e r t , 
s ca t t e red , incoherent ma te r i a l s " i s a process similar to the 
functions of Coleridge' s Primary Imagination, The "force 
and in sp i r a t i on" of the mind tha t melt and mould the sense 
data " into sublimity and beauty" corresponds to Coler idge 's 
secondary imagination. But nowhere does H a z l i t t d iscuss or 
comment upon Coler idge ' s d i s t i n c t i o n between fancy and imagi-
nation. In h i s review of Biographia I. i t e r a r i a he only makes 
a passing remark tha t "reason and imagination are both 
exce l len t th ings ; but perhaps t h e i r provinces ought to be 
17 kept more d i s t i n c t than they have l a t e l y been." Flowever, 
in an a r t i c l e on "Moore and Byron" Coler idge ' s d i s t i n c t i o n 
i s impl i c i t : "The naked Venus to some eyes would seem a 
dowery to her : Now, t h i s p r inc ip l e of composition leads 
not only to a defect of dramatic I n t e r e s t , but a l so of 
imagination," ' '^ 
16. "The S p i r i t of the Age," Complete Works of William 
H a z U t t . Vol. XT , p , 59, 
17. "Contributions to ,^he Edinburgh Review," Complete 
Works of William H a z l i t t . Vol. XVI, p, 137. 
18. I b i d . , P, h^3, 
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H a z l l t t ' s main cont r ibu t ion to romantic c r i t i c i sm 
Is hlg views on the sympathetic function of imagination. 
H a z l i t t sees imagination as capable of ident i fying i t s e l f 
with whatever comes before i t . Functioning sympathetically 
the faculty of imagination helps the a r t i s t to a t t a i n both 
d i s in t e r e s t edness and sympathy. The doc t r ine of sympathe-
Imagination ex is ted in anbryonic form before Haz l i t t but the 
concept of sympathy was by no means def inable . Sympathy, 
the a b i l i t y to p ro jec t oneself completely in to any other 
s i t u a t i o n or charac te r , i s imagina t ion ' s grea ter power. The 
poet , H a z l i t t i n s i s t s , must have in himself not only "The 
germs of every facul ty and f ee l ing" but must "follow them 
by a n t i c i p a t i o n , i n t u i t i v e l y , in to a i l t h e i r conceiable 
r ami f i ca t ion , through every change of for tune or conf l ic t 
of passion or turn of thought." In the absence of sympathy 
"personal i n t e r e t may in some cases oppress and circumscribe 
the imaginative f acu l ty . " This view I s i l l u s t r a t e d In h i s 
c r i t i c i sm of h i s well known contemporaries. He wri tes 
" tha t they are a t times excessively e g o s t l c a l , self-
19 
a s s e r t i v e , and n a r c l s s l t i c . " 
Shakespeare i s the g r e a t e s t example of such imagi-
nat ive sympathy. His wr i t ings are a cont ras t to the 
19. Complete Works of William H a z l i t t , pp. c i t . , Vol. V. 
PP. »+7-8, P. 53; Vol. VII I , PP.'~Tf2-i+; 
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obsessive consciousness of the sel f tha t pervades H a z l l t t ' s 
contemporary. Wordsworth i s the g r ea t e s t example of t h i s 
so r t of lack of sympathetic i d e n t i f i c a t i o n . Sympathetic 
i d e n t i f i c a t i o n for H a z l i t t i s pr imari ly a moral i den t i f i c a -
t ion for both the poet and the reader . The poet shares 
general ra ther than merely personal concerns, and h i s r eade r , 
t o o , achieves a broad sympathy with o thers . Natura l ly , t h i s 
presumes a broadening of the hear t and mind. Tragedy 
"subs t i tu tes imaginary sympathy for mere se l f i shness . I t 
gives us a high and permanent i n t e r e s t beyond ourse lves , i n 
90 
humanity as such." In h i s l e c t u r e "On Poetry in General" 
he w r i t e s , "One mode in which the dramatic exhib i t ion of 
passion exc i tes our sympathy without r a i s i n g our d i sgus t I s , 
t h a t in proport ion as i t sharpens the edge of calamity and 
21 disappointment, I t s t rengthens the des i re for good." The 
creat ive self of the a r t i s t must r id i t s e l f of insu la r and 
obtrusive feel ing in order to achieve d i s in te res tedness -
a balanced fusion of the inner and the outer . 
Imagination i s a s soc ia t ive In nature according to 
H a z l i t t . Associationism i s an Important tool in the t r e a t -
ment of a r t . Rene Vfellek points out tha t "Haz l i t t reduces 
20. "The Round Table," Complete Works of William H a z l i t t . 
Vol. IV, p. 200. 
21. Complete Works of '/fl.lliam H a z l i t t . op. c i t . , Vol. V, 
p. 6. 
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t o a s s o c i a t i o n i s t vocabulory many not ions about the Imagina-
t ion which Wordsworth and Coleridge could have u t t e red only 
22 
in t h e i r most exal ted moods." H a z l i t t c a l l s imagination 
"an assoc ia t ing p r i n c i p l e s , " ^ This i s further explained 
i n h i s remark tha t "Imagination cons i s t s in enriching one 
idea by another , which has the same feel ing or set of asso-
c i a t ions belonging to i t in a higher or more s t r i k ing 
degree ." The a s s o c i a t i o n i s t approach appears repeatedly 
in H a z l i t t ' s t reatment of a r t . He takes a s s o c i a t i o n i s t 
a e s t h e t i c s as the bas is of h i s d iscuss ion of l i t e r a t u r e 
dealing with non-human sub jec t s , and the r e a d e r ' s response 
to i t . The a r t i s t must use famil iar image implying 
familiar a s soc ia t iona l ideas . Jean Claude Salle has e l a -
borated t h i s aspec t in some d e t a i l : 
The imagination spreads outwards to follow 
the divergent threads of i t s ob jec t , a tangled 
network of r e l a t i o n s , and y e t , l i k e the ac t ive 
p r inc ip l e of the mind, i t i s ever present to 
i t s e l f . In i t s outward movement, i t f e e l s i t s 
way along the Inter-connectod threads of a 
complex r e a l i t y whose t i n i e s t ramflcationg must 
22. Rene Wellefe , A History of Modern Cri t ic ism ; 1750-19*50 
(New Haven : Yale Univ. P r e s s , 1955, Vol. I I , p. 203. 
23. Complete Works of V/llliam H a z l i t t . op. c i t . Vol. XII, o pl€ 
pTTT 
2h. "Lectures on the Dramatic L i t e ra tu re of the A.ge of 
T^izabeth." Complete Works of William Hazl i t t^ Vol. VI, 
p. 327. 
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be known i f a ' l i v i n g ' represen ta t ion i s 
to be produced. At the same time in i t s 
cen t r ipe ta l movement in draws everything 
to p a r t i c u l a r s of the organizing influence 
of a s ingle ' s e l f - c e n t r e d ' p r inc ip le l i k e the 
spider in the middle of i t s web, i t r e g i s t e r s 
t iny tremors, s l i g h t impulses emanating from 
the per iphery, and deduces the meaning of 
these s c a t t e r e d , though connected impressions 
. . . i n t h i s confused mesh of r e l a t ed elements, 
the a s soc i a t ive imagination picks out a d e f i n i t e 
meaning,^^ 
Thus the process of imaginative assoc ia t ion always 
transcends the subjective se l f to achieve object ive t ru th . 
Feeling a s a Romantic c e n t r a l i t y functions in H a z l i t t ' s 
theory of a ssoc ia t ion and e s t ab l i shes h i s close kinship with 
Wordsworth, Coler idge, and other poetic t h e o r i s t s of h i s age. 
Feeling i s centra l in H a z l i t t ' s theory of a s soc i a t ion . 
H a z l i t t ' s essay "On Novelty and Familar l ty" r evea l s how 
feel ing functions : "There I s ne i the r t r u t h nor beauty wi th-
out nature . Habit may repeat the lesson t h a t i s thus 
25. J. C. S a l l e , "Haz l i t t the A s s o c l a t i o n a l i s t , " Review of 
English Studies . Vol. XV, (196^), pp. 50-51. 
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l e a r n t , jus t as a poet may t r ansc r ibe a fine passage with-
out being affected by i t a t the time; but he couldnot have 
wr i t ten i t in the f i r s t instance without feeling the beauty 
of the object he wag descr ib ing or without having been deep-
ly impressed with i t in some moment of enthusiasm. I t was 
then tha t h i s genius was insp i red , h i s s ty le formed and the 
foundation of h i s fame l a l d . " ^ H a z l i t t views feel ing a s 
not only as in tensi fying agent , but a lso as an evaluat ing 
one, the most impart ial ad judica tor . He says : "Feeling 
of a l l o r ig ina l concept ions ." ' This touchstone qual i ty of 
f ee l i ngs , as described H a z l i t t , i s a new dimension of the 
process and indeed es t ab l i shes H a z l i t t ' s o r i g i n a l i t y . 
Imagination possesses the power to crea te associa-
ted fee l ings . The ideas generated by p a r t i c u l a r contexts 
may be termed formative Imagination Haz l i t t wrote tha t 
"everything in t h i s world, the meanest incident or ob jec t , 
may receive a l i g h t and an Importance from i t s assoc ia t ion 
with other objects and with heart of men; and the var ie ty 
28 
thus created i s as endless as i t i s s t r i k ing and profound." 
Thus Rousseau's per iwinkle , ^ and Othe l lo ' s hartrerchlf f,-* 
26. Complete Works of William H a z l i t t , op. c l t . , Vol. XII,p.298. 
27. Ibid. , p. 29B. 
28. I b i d . , Vol. XVI, pp. 1+13-1^. 
29. i b i d . , Vol. IV, p. 92. 
30. I b i d . , Vol. VI, p. 61 . 
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though a prewinkle, or a harkerchief as such does not by 
I t s e l f possess any strong or s t r i k ing assoclntlono] va lues , 
become powerful instruments' of passion and imagination 
because of the i r p a r t i c u l a r contexts . 
The formative imagination works as the "superinten-
ding facul ty conscious power" tha t uni tes manifold forms of 
things in nature of "the same common pr inc ip le of thought." 
The faculty becomes se l ec t ive and formative in t h i s process . 
But such formative a c t i v i t y runs the r i s k of being e n t i r e l y 
subject ive with the objec t ive r e a l i t y ge t t ing muddled in the 
process unless the mind i s free from the influence of perso-
nal I n t e r e s t . The object ive fornsitive perception i s 
possible when the a r t i s t i s aware t h a t he has to produce 
some ef fec t ; but the ef fect i s the r e s u l t a n t of some sor t of 
form implied. Haz l i t t makes h i s I n s i s t e n c e on the Impor-
tance of form In a r t fur ther c lear in h i s comments on the 
"universal harmony" in Claude's pa in t ings , H a z l i t t 
i n s i s t s on the Importance of form in a r t but does not 
advocate the neoclass ica l concepts of form, or gener ic 
d i s t i nc t iveness or s t y l i s t i c symmetry. Nor i s he propaga-
ting a ra t iona l form got from the app l ica t ion of ru les to 
to abs t r ac t ideas."^ Form for Haz l i t t i s the a r t i s t i c 
31. Complete Works of m i l l am H a z l i t t . o p . c l t . . Vol. VIII , 
pp. 39-^0. 
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equivalent of the perceiving mind's formative s e l e c t i v i t y 
which includes not only the a r t i s t ' s a e s t h e t i c sense but 
h i s moral values as v»ell. 
Another c h a r a c t e r i s t i c of the imagination i s i t s 
•32 
" i n t u i t i v e perception of the hidden analogies of things."-^ 
The i n t u i t i v e imagination i s a t i t s best the most educated 
and developed means of understanding. There i s a genera l , 
almost i n s t i n c t i v e a b i l i t y i n man to synthesize the exper i -
mental da ta , H a z l i t t expla ins : "In l e a r n i n g , any a r t or 
exe r c i s e , we are obliged to take l e s s o n s , to watch o t h e r s , 
t o proceed s t ep by s t e p , to a t t end to the d e t a i l s and means 
employed, but when we are masters of i t , we take a l l things 
for granted, and do i t without labour and without thought, 
by a kind of habi tual instinct."- '-^ Mind possesses the 
a b i l i t y to make the "strong and urgen t , but undefined 
ok 
impressions of things upon us"-^ in to an " i n s t i n c t . " 
H a z l i t t notes such fusion in Milton: "The fervour of h i s 
imagination melts down and renders mal leable , a s in a 
furnace, the most contradictory e lements ." The "weight of 
h i s i n t e l l e c t u a l ob l iga t ions" never oppressed the poetry 
32, Complete Vforks of William H a z l i t t . op, c i t . . Vol. VI, 
p . 109, 
33, "T-liscelianeous Works," Complete V/orks of Wllliaro 
H a z l i t t , Vol. XX, p. 326. 
3»+. Ibid. , p. 327. 
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for h i s "learning has the e f f ec t of i n t u i t i o n . "^^ The 
amalgamation by imagination of experiences in to "Int i i i t lon 
i s sorae\^at s imi lar to a s soc ia t iona l coa lescence ." This i s 
hinted in H a z l i t t ' s statement tha t various impressions in a 
s e r i e s can r e c a l l any other impression in t h a t s e r i e s with-
out going through the whole in order. So t h a t the mind 
drops the intermediate l i n k s , and passes on rap id ly and 
by s t e a l t h to the most s t r i k i n g e f fec t s of pleasure or pain 
which have na tura l ly taken the s t rongest hold of i t . . . i t 
( i . e . mind) forms a s e r i e s of unpremediated conclusions on 
almost a l l subjects tha t can be brought before i t . "3 " 
Haz l i t t apprehends imagination a s object ive and t ru thfu l 
because i t i s a l so moulded and ac t iv i sed by experience i t 
uses . Truth thus i s a r r ived a t by feel ing and imagination 
and not by r a t i o c i n a t i o n . 
H a z l i t t e labora tes the concept f u r t he r , and says 
tha t the imaginative faculty i s f u t u r i s t i c or an t i c ipa to ry 
e r iden t i fy i t s e l f with a character or s i t ua t i on . "Unlike 
the memory and sensat ion which a re d i rec ted to the past and 
p resen t , the imagination i s fu ture-or ien ted and free from 
35. Complete V/orks of William H a z l i t t . op. c i t . , 
Vol. V, pp. 58-59. 
36. Complete Works of William H a z l i t t . op. c i t . , 
Vol. VII I , p. 35. 
37. L i l i an Haddakin, "Winiam Haz l i t t : A Bicentary 
Assessment," Contemporary Review. Vol. CXXIII (197?^), 
p . 318. 
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the in t imida t ions of past and present . "•^  H a z l i t t ' s 
assessment of Romeo and J u l i e t i s an app l ica t ion of the 
f u t u r i s t i c t h r u s t of Imagination. He says Shakespeare 
"has founded the passion of the two love r s not on the 
pleasures they had experienced, but on a l l the p l e a s u r e s , 
they had not experienced. All t h a t was to come of l i f e 
was t h e i r s . " ^ H a z l i t t ' s conviction t h a t Desire and 
ko 
Imagination are inmates of human breas t" makes the 
sympathetic qual i ty and f u t u r i s t i c o r i en ta t ion of the 
imagination as a source of grea t moral and a e s t h e t i c beauty. 
Thus, Imagination in I t s c rea t ive process , i s 
sympathetic in I t s i d e n t i f i c a t i o n (within l im i t s ) with 
characters and s i t u a t i o n s , a s soc i a t lona l in i t s e f for t to 
give a (new meaning to natura l ob jec t s , formative in i t s 
a b i l i t y to give and perceive shape and order , i n t u i t i v e in 
i t s perception of the hidden analogies of t h ings , and i s 
f u t u r i s t i c or an t i c ipa to ry in i t s powers. 
Let us now examine the three key concepts , in 
H a z l i t t ' s theory of imagination - genius , gusto and nature . 
« 
H a z l i t t at tempts to define and c la r i fy the concept of genius 
38. J. L. Mahoney, The Logic of Passion ; The Li te rary 
c r i t i c i s m of H a z l i t t (London I Co l l i n s , 19M-^ ) .PP. 118-19. 
39. Complete Works of WL 111am Haz] l t . o p . c l t . ^ Vol. IV,p. 2^-9. 
^0, I b i d . , p . 250. 
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in h i s essay "On Genius and O r i g i n a l i t y . " Haz l i t t opposes 
Reynold's basic assumption of connecting genius vdth accumu-
l a t i o n of knowledge. Genius "is a power of o r ig ina l obser-
vat ion and invent ion . . . . A Work demonstrates genius exact ly 
as i t contains vhat i s to be found nowhere e l s e . " He 
s t a t e s elsewhere t h a t "the f i r s t impulse of genius i s to 
If? 
create \hat never exis ted before . " H a z l i t t almost i d e n t i -
f ies genius with o r i g i n a l i t y . ^ In "On Genius and Coijimon-
sense" he wri tes "Genius or Or ig ina l i ty i s , for the most 
p a r t , some strong qua l i ty in n a t u r e , " A thing "acquires 
and deserves the appe l l a t ion of genius" only in so far a s 
1+5 
i t i s o r i g i n a l , "as i t has never been done before . " 
Or ig ina l i ty , for H a z l i t t , " i s ar^ y conception of things 
taken immediately from na tu re , and ne i the r borrowed from, 
nor common to o thers . To deserve t h i s appe l l a t i on , the 
copy must be both true and new." '^  The essence of o r ig ina-
l i t y i s t r u t h , " i t i s the s t rongest possible feel ing of 
t r u t h , for i t I s a secret and d i s t i n c t i v e yearning a f t e r , 
^•1. Complete V/orks of William H a z l i t , op. c i t . ,Vo]. XVTII.p.6^. 
k2. Complete Works of William H a z l i t t , o p . c l t . , Vo]. VI,p. 18?. 
1+3. Elizabeth Schneider, The Aesthet ics of V/illlam n a z l l t t t 
A Study of the Philosophical Basis of His Grlt lcism 
(Philadelphia : Pennysylvania Univ. P re s s , 1933), P. 70, 
M-lf. Complete Works of V/illiam H a z l i t t . o p . c i t . Vol. VIII,p.if2. 
h5. I b i d . , p. 127. 
hS. Complete Works of William H a z l i t t . o p . c i t . , Vol.XX,pp. 
296-302. 
•+7. Complete Works of William H a z l i t t . op. c l t . ,Vol.XII^p. 296. 
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and approximation towards i t , before i t i s acknowledged by 
o the r s , and almost before the mind i t s e l f knows what i t i s . " 
In a way, o r i g i n a l i t y i s a natural and necessary concomitant 
of genius , "for when tha t which, in the f i r s t ins tance , 
conferred the cha rac t e r , i s afterwards done by rule and 
r o u t i n e , i t ceases to be gen ius , " Here Haz l i t t i s r e a c t -
ing to French neoclassicism. Every work of genius is 
unique and t r u e , and i t s t ru th i s immediately recognized and 
enjoyed. H a z l i t t does not agree with the contemporary 
view of untutored, "na tura l" genius. Se l f -p ro jec t ion or 
re lease of individual fee l ing i s easy , but "wherever there 
i s true genius , there w i l l be true labour , tha t i s , the 
exer t ion of t ha t genius i n the f i e l d most proper for i t . " 
Genius i s not a progressive phenomenon. In h i s fragment 
"Why the Arts are not Progress ive?" H a z l i t t disagrees with 
the theory tha t in poetry and paint ing " r e l a t i v e perfec t ion 
i s only the r e s u l t of repeated e f f o r t s , and tha t what has 
been once well done constant ly l eads to something b e t t e r , " 
But "what i s mechanical, reducib le to r u l e or capable of 
demonstration, i s progressive and admits of gradual improve-
ment. VJhat i s not mechanical or d e f i n i t e but depends on 
^ 8 . Complete Works of WLlliam H a z l i t t , o p . c i t . , Vol. XX,p.302. 
k9. Complete Works of William H a z l i t t , o p . c i t . , Vol.V, p.53. 
50. Complete Works of vailiam H a z l i t t , o p . c i t . . Vol. XVIII, 
p. 70. 
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genius , t a s t e , f e e l i ng , very soon becomes s ta t ionary or 
r e t r o g r a t i v e and loses more than i t gains by transfijsion. " 
Genius works unconsciously. H a z l i t t wr i tes in 
"'.^fhether Genius i s Conscious of i t s Power?," " that i t a c t s 
unconsciously, and those who have produced immortal works, 
52 have done so without knowing how or \jtiy, '• The place of 
genius i s "in the d e f i n i t e and unknown." "^  H a z l i t t i s 
emphatic tha t the source of genius i s imagination - the 
" in tu i t i ve percept ion of hidden th ings" - and i t "works 
9+ 
unconsciously l i k e n a t u r e . " 
Genius i s dependent upon f ee l ing . Because of 
t h i s dependence upon f e e l i n g , penius , the capacity for 
imaginative envisioning and r e c r e a t i o n , i s r e l a t e d to gusto. 
Gusto i s the r e s u l t of imagination, of excitement. Haz l i t t 
uses t h i s term "with more int imate sense of i t s value . . . 
than those l i t e r a r y men who borrowed i t from the schools 
of pa in t ing . "^^ H a z l i t t wr i t e s tha t "Gusto in a r t i s 
51. Complete Works of William H a z l i t t . . op. c l t . . Vo]. I V , p . l 6 l . 
52. Complete Works of V/illiam H a z l i t t . op. c i t . . V O I . X I I T P . I18. 
53. Complete Works of Vftlliam H a z l i t t . . op. c i t . .Vol. VIIIyP.tf6. 
5H. Complete Works of William H a z l i t t . op. c i t . «Voi. xviTP.B-q. 
55. W. P. Ker, " H a z l i t t . " Collected Essays (London ; Macmillan 
<^  Co. L td . , 1925), Vol. I , p . 21+5. 
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56 power or passion defining any ob jec t , " In other words, 
i t i s the maximal and most exh i l a ra t ing awakening and a c t i -
v i sa t ion of the fee l ing . Gusto i s i n t eg ra l to the c rea t ive 
act and the emotional r e f l e c t i o n a r i s i n g therefrom. Gusto 
i s the cognit ive power of recognizing t ru th . I t i s " in 
giving t ru th of character from the t r u t h of f ee l ing , whether 
in the highest or the lowest degree , but always in the 
highest degree of which the subject i s capable, tha t gusto 
tin 
consists,""^' Gusto may the re fo re , be appl ied to the enthu-
s i a s t i c s t a t e of the a r t i s t ' s mini in which the faculty of 
imagination through sympathetic excitement, sees and gives 
expression to "the in t e rna l character of any ob j ec t . " I t 
i s a s t r i ng emotional response generated by an object in 
na tu re , involving a f lash of i n t ens i t y in both the a r t i s t ' s 
conception and e f f e c t , thereby enabling him to grasp and 
express the l i v ing object in i t s fu l l va r i e ty . H a z l i t t ' s 
notion of gusto has ontological and psychological s i g n i f i -
cance in i t s being r e l a t e d to h i s theory of poetry a s symbol 
and to h i s account of the c rea t ive functioning of the 
58 imagination, H a z l i t t made gusto the t e s t of a r t ; and i t 
56. Complete Works of William TTazlitt, op. c i t . , Vol. IV, 
P. 77. 
57. Ibid. , p, 77. 
58. Park Roy, Haz l i t t and the S p i r i t of the (\.ge : Abstrac-
t i o n and C r i t i c a l Theory" (Oxford : Clarenden Press , 
1971) , p . 1^ +6. 
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was h is measure of per fec t ion . 
I t may be surpr is ing but i t has been observed t h a t 
to no other Romantic, not even to V/ordsworth, was nature as 
important a s i t was to H a z l l t t . That nature to Haz l i t t 
was important to H a z l i t t i s c lear from h i s ins i s t ence on 
" f i d e l i t y to n a t u r e . " Nature, in the sense Haz l i t t uses 
the term, i s i d e n t i c a l with r e a l i t y . "By nature we mean 
ex i s t ing na tu r e , or some one object to be found in rerum 
natura , not an idea of nature ex i s t i ng solely in the mind, 
got from an i n f i n i t e number of d i f f e r en t ob j ec t s , but -which 
was never ye t embodied in an indiv idual ins t ance . "^0 The 
fact tha t H a z l i t t considers nature super ior to a r t i s 
e x p l i c i t in the essay "On the Elgin Marbles": "No I cannot 
toss and tumble about huge heaps of ea r th a s the ocean in 
i t s fury can. A volcano i s more potent to rend rocks asunder 
than the most splashing penc i l . The conclusions of nature 
can make a prec ip ice more f r i g h t f u l l y , or heave the backs of 
mountains more proudly, or throw the i r sides in to growing 
l i n e s more graceful ly than a l l beau ideal of a r t . For 
there i s in nature not only greater powpr and scope, but 
(so to speak) greater knovjledre and unity of purpose, ^ r t 
59. Elizabeth Schneider, op. c l t . ^ p. 'f3. 
60. Complete V/orks of William H a z l i t t , op. c i t . , 
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is comparatively weak and inconnruons, being a t once a 
miniature and car ica ture of na tu re . " This passage 
shares the general Wordsworthian v i s ion of nature as a vas t , 
1 ivlnp and evolving process with n "unity of purpose." 
Fur ther , i t shows H a z l i t t ' s conviction about the super io r i ty 
of nature over a r t , "In nature r e a l objects e x i s t , rea] 
causes a c t , which are only supposed to ac t in a r t , and i t i s 
in the subordination of the uncer ta in and supe r f i c i a l combi-
nat ions of fancy to the more s table a;nd powerful law of 
r e a l i t y that the percept ion of a r t c o n s i s t s . " Nature i s 
the soul of a r t . There i s a s t rength in the imagination 
tha t reposes e n t i r e l y on n a t u r e , which nothing e lse can 
s u p p l y . " ^ Hence, a s H a z l i t t i n f e r s , the imi ta t ion of 
nature i s the grea t object of a r t . Nature for H a z l i t t 
includes everything t h a t e x i s t s , both human and non-human. 
He ord inar i ly uses the word to designate natural objec ts" 
without , or in s p i t e of the in ter ference of human power and 
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cont r ivance ," He considers beauty, t r u th and ffeiture as 
i d e n t i c a l . To the genuine a r t i s t , he contends, " t r u t h , 
na tu re , beauty are almost d i f f e ren t names for the same 
61 . Ib id . , p . I5i+. 
62. Complete Works of \^a.lliam H a z l i t t , o p , c i t . , V o l , X I I . p . ^^ M-. 
63. Complete Works of William H a z l i t t , o p , c i t . ,Vo], VI I I .p . 9. 
6H, i b i d . , p, 70, 
65. "Literary and P o l i t i c a l Cr i t i c i sm," Complete Works of 
vailiam H a z l i t t . Vol. XIX, p, 7^. 
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t h i n g . " Again, "Truth doubles the ef fec t of beauty . . . 
67 
and f»von reconci les us to deformity" ' and "there i s 
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ne i ther t ru th nor beauty without na tu re . " 
H a z l i t t ' s approach to nature i s p l u r a l i s t i c . On 
the r e l a t i o n of nature and genius he says, nature "has a 
thousand a s p e c t s , and one man can draw only one of them. 
V*ioever does t h i s , i s a man of genius. One d i sp lays her 
force , another her refinement, one her power of harmony, 
another her suddeness of con t r a s t , one her beauty of form, 
another her splendour of colour. Each does tha t for which 
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he i s best f i t t e d by h i s pa r t i cu la r gen ius . " 
H a z l i t t ' s pan the i s t i c view of nature i s expressed 
in a rhapsodic passage : "Great a s thou a r t , unconscious of 
thy g rea tness , unwieldly, enormous, preposterous twin b i r th 
of n a t t e r , r e s t in thy dark, unfathomed cave of mystery, 
rocking human pride and weakness. S t i l l i t i s given to the 
mind of roan to wonder a t thee , to confess i t s ignorance, and 
t o stand in awe of thy stupendous might and majesty, and of 
i t s ovm being, tha t can question t h i n e . " ' The two a t t i t u d e s , 
66. Complete Works of vailiam H a z l i t t , o p . c i t . - V o l . IV. p. 75. 
67. Complete Works of \^H•lliam H a z l i t t , o p . c i t . ,Vol.XII.p.^^-'+. 
68. I b i d . , p . 298. 
69. Complete Works of \^ l l iam H a z l i t t . o p . c i t . ,Vol. VIIIyPA7. 
70. Complete Works of mi l l am Hs7.litt .op. c l t . ,Vol.X, p. 90. 
51 
r e a l i s t i c and re l lp ions to nature are consciously ncoepted 
by I l a z i i t t in h i s "Outlines of Taste" s t r e ss ing that there 
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can cer ta in ly be two views of nature . 
The theor ies of imi ta t ion and of the ideal are 
fundamental to H a z l i t t ' s a e s t h e t i c s . Haz l l t t s e t s imi ta t ion 
above mere mechanical copying and acc red i t s i t with a crea-
t i v e ro le t " Imita t ion renders an ob jec t , d i sp leas ing in 
i t s e l f , a source of p leasure , not by r e p e t i t i o n of the same 
idea , but suggesting new ideas , by detect ing new proper t i es 
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and endless shades of d i f fe rence . " Basically t h i s idea 
i s drawn from the Renaissance t h e o r i s t s , l i k e Ph i l i p 'Sidney. 
" Imi ta t ion" , says H a z l i t t , "by exc i t ing c u r i o s i t y and 
i n v i t i n g a comparison between the object and the represen ta -
t ion opens a new f i e l d of inqui ry , and l eads the a t t en t ion 
to a var ie ty of d e t a i l s and d i s t i n c t i o n s not perceived 
before ." -• Imita t ion i s not l imi ted to the notions of 
imi ta t ing external ac t i ons , even ts , o b j e c t s , e t c . The 
not ion i s extended to i n t e rna l happenings, thoughts, 
emotions, and dreams. For poetry " i s an imi ta t ion of 
na tu r e , but the imagination and the pass ions are a par t of 
71 . Complete Vtorks of \^ l l l am H a z l i t t . o p . c i t . ,Vol.XX.p.^89. 
72. Complete '/forks of ^^ll iam H a z l i t t . o p . c i t . ,Vo]. IV,pp. 
73-7^. 
73 . I b i d . , p. 73. 
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man s n a t u r e . " I l a z l i t t ' s concept of Imi t a t ion , includes 
nature and genius and i s an e s s e n t i a l l y imaginative a c t i v i t y . 
Just as I l a e l i t t ' s concept of genius i s opposed to 
7^ Reynold's concept of genius h i s notion of the i d e a l / - ^ t oo , 
i s i n cont ras t , H a z l i t t ' s concept of ideal cons i s t s in 
"extreme express ion ," The ideal i s only the se lect ing of 
a p a r t i c u l a r form vrfiich expresses most completely the idea 
of a given character or q u a l i t y , of beauty, s t r eng th , 
a c t i v i t y , voluptuousness and which preserves that character 
with the g rea t e s t consistency throughout. The ideal i s 
" f i l l i n g up the ou t l ine of t ru th or beauty ex i s t ing in the 
mind, so as to leave nothing wanting or to des i re fur ther , "'''^ 
In sho r t , the idea l i s a cer ta in predominant qual i ty or 
character "diffused a l l over the pa r t s of an objec t , and 
carr ied to the utmost p i tch tha t our acquaintance with 
v i s i b l e models, and our conception of imaginary objec t , will 
warrant. I t i s expressing our impressions f u r t h e r , r a i s i n g 
78 
them higher than usua l , ftrom the ac tual to the p o s s i b l e . " 
A true idea l can be achieve "by s ingl ing out some one thing 
7^. Complete Works of V/llliam Haz l i t t« op. c l t . . Vol. V. p. 3 . 
75. Complete Works of V/illiam H a z l i t t , o p . c i t , V o l , V I I I , p . 1^-. 
76. H a z l i t t discusses the ' i d e a l ' In three essays : 
(1) "On the Idea l" (XVIII, 77-^h)', (2) "The Idea l" (XX, 
302-6); (3) "On the Picturesque and Ideal" (VI I I , 317-21) 
and frequently elsewhere, 
77. Complete V/orks of vailiam H a z l i t t , op. c l t . ,Vo] .XX^P. 302. 
78. Complete Works of William H a z l i t t , op. c l t . ,Vo]. XVI^p. 357. 
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or leading qual i ty of an object and making i t the pervading 
and regijlatlng p r i n c i p l e of a l l the r e s t , so as to produce 
79 the g rea t e s t s t rength and harmony of ef fect . ' " -^ Fur ther , 
the Ideal i s not merely conceptual but an Immediate and 
en t i r e apprehension of what i s f iner i n na ture . Haz l i t t 
aims a t a synthesis in the r e l a t i o n s h i p between the r e a l 
and the i d e a l . Haz l i t t i s romantic in h i s ins i s t ence on 
the individual and the p a r t i c u l a r a s agains t a fixed and 
formalized p a t t e r n , as a lso on finding the idea l in extremes. 
We are now in a p o s i t i o n to consider Hazli t t* s 
theory of poetry in general aga ins t the background of h i s 
a e s t h e t i c s discussed in the foregoing passages. His views 
of poetry are wide and varied enough to accomodate d iverse 
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conceptions. H a z l i t t contends t ha t he uses the term 
"poetry" to mean three d i s t i n c t th ings ? "the composition 
produced, the s t a t e of mind or faculty producing i t , and in 
ce r ta in cases , the subject matter proper to ca l l forth tha t 
the s t a t e of mind." He uses the term "poetry" in idea-
l i s t i c Platonic connotations. Poetry i s not something to 
be found only in books, "but wherever there i s a sense of 
beauty, or power, or harmony, as In the motion of a wave of 
79. Complete Works of William H a z l i t t . o p . c i t . .Vol. XX. P . O^U-. 
A Longlan note of t ranspor t i s d i sce rn ib le here . 
80. Rene V/ellek, oP. c i t . . Vol. I , p . 200. 
81. Complete Works of Vfi.lliam H a z l i t t . O P . c i t . . Vol.IX,p.Mf. 
9^ 
the sea, i n the growth of a f lower . . . there i s poetry in 
i t s b i r t h . " Even f e a r , hope, l o v e , ha t r ed , contempt, 
jea lousy, remorse, admirat ion, wonder, p i t y , despair or 
madness are a l l p o t e n t i a l l y poetry. Every motion of man 
i s poe t ry , and hence "we are a l l poets in as much as we are 
under the influence of passions and imagination, tha t i s , 
a s we have c e r t a i n common fee l ings , and undergo the same 
process of mind i n a p a r t i c u l a r manner what he and a l l feel 
a l i k e . " -^  Poetry thus transcends genre and becomes an 
ae s the t i c energy. In l8 l7 H a z l i t t wrote in "Coler idge 's 
Li terary Life" that "poetry i s the music of the mind." 
H a z l i t t not only views the importance of sound in poetry but 
observes the l ink connecting the psychological process 
through "sympathy" with the music of verse. Poetry i s 
" the natural inpresslon of any object or event , by i t s 
vividness exci t ing an Involuntary movement of imagination 
and pass ion , and producing, T:^  sympathy, a c e r t a in modifi-
85 
cat ion of the voice or sound expressing i t . " Haz l i t t 
t races a "near connection between music and deeprooted 
passion. Mad people sing as often as a r t i c u l a t i o n passes 
86 
na tu ra l ly into in tona t ion , there poetry begins ." Poetry 
82. Complete Works of William H a z l i t t , o p . c i t . . Vol. V,p . l -2 . 
83. Complete Works of l\!Llliam H a z l i t t , o£i.cit_. ,Vo]. IX,p.'+5. 
B^. Complete Works of V/illiam H a z l i t t , o p . c i t . ,Vo] . V I . p . n 6 . 
85. Complete Works of William H a z l i t t , o p . c i t . ,Vol. V^p. 1. 
86. Ib id . , Vol. V, p. 12. , 
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I s the imaginative wish-fulf i lment . Haz l i t t recognizes 
"a simple and famil iar langiiage common to almost all ranks , 
and i n t e l l i g i b l e through many ages which i s best sui ted for 
the d i r e c t expression of strong sense and deep pass ion , and 
which consequently, i s the language of the best poetry as 
well a s of the best p r o s e . " But he a l so admits a l i t t l e 
ambivalently of another language pecu l ia r to poetry called 
"poetic d ic t ion" -— "those flowers of speech, a g l i t t e r i n g 
t i s sue of quaint concerts and sparkling metaphors, crust ing 
over the rough s ta lk of homely thoughts ." Such ornamental 
and coloured s ty le i s most proper to de sc r ip t i ve or fanciful 
poetry. "The pleasure derived from poet ic d ic t ion i s the 
same a s derived from c l a s s i c a l d i c t i o n . " Poetic d i c t ion 
varnishes over "the t r i t e and commonplace," and lends 
"a gorgeous robe to the forms of fancy," I t i s be t te r to 
lay aside poetic d ic t ion when f e e l i n g s , or p leasures are 
dea l t With "in t h e i r naked beauty or deformity," because 
poetic d ic t ion i s only "a g l i t t e r i n g ve i l spread over the 
forms of things and feel ings of the h e a r t . " ° ^ H a z l i t t , 
however, allowed poetry even "a grea t number of invers ions" 
than occur in prose and more "ep i the t s and ornaments. """ 
87. Complete Works of V/lUiam Hazli t t^ o p . c i t . , Vol. XVI, 
PP. n 5 - 3 6 . 
88. Complete Works of William H a z l i t t . o p . c i t . . Vol. XII, 
p. 8^  '. ~ 
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But he agrees with Wordsvorth tha t the language of poetry 
should evolve natura l ly from the p o e t ' s feeling for h i s 
subject ana that i t should have the power to move the 
reader , which cannot be achieved i f the language i s convo-
luted with the excess of r h e t o r i c and t rope. H a z i i t t 
recognizes and j u s t i f i e s the importance of metre In poe t ry , 
because i t cont r ibutes to the rhythm and music of the 
89 
verse as well a s lends i t shape l iness . H a z i i t t regards 
the harshess of prose as " fa ta l t o the flow of a poet ica l 
imagination, "-^  The music of poetry i s t yp i ca l ; prose may 
a l so have i t s music of poe t ry , ' • ° ' H a z i i t t further e labora-
t e s t h i s idea thus : "wherever a movement of imagination or 
passion i s inpressed upon the mind by which i t seeks to 
prolong and repeat the emotion, to bring a l l other subjects 
in to accord with i t , and to give the same movement to 
harmony, sustained and continuous or gradually varied 
according to the occasion," the language spontaneously 
a l igns i t s e l f with the proper musical measure. In t h i s 
sense poet ic metre h igh l igh t s the unity between "the music 
of the mind" and "the music of language ,"" 
89. Complete '.forks of l-ailiarn H a z i i t t . o p , c i t . , Vol. V,p. l3 . 
90. I b i d , , p. 12, 
91. Complete Works of vailiam H a z i i t t , op. c l t . , Vol .XVI,p. 1 36, 
92. Complete Works of ^AHlliam H a z i i t t , o p . c i t . , Vol, V,p. 72. 
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Pit the end of t h i s survey of H a z l l t t ' g thoughts 
on poetry i t will be in place to d i scuss br ief ly h i s views 
on the function of poetry. The true aim of poetry i s to 
provide p l ^ s u r e . H a z l i t t wrote in "On Poet ical Ve r sa t i l i t y " 
tha t "the object of poetry i s to please. ""^ H a z l i t t adds 
t ha t one may even r e f i ne onself through the habi tual study 
of poetry and the works of Imaginat ion, or may "imbibe 
sentiment, with knowledge."-'^ But t h i s personal refinement 
or add i t ion of knowledge i n i t s e l f i s a p leasure . 
The above account shows that H a z l i t t ' s theory of 
poetry i s quite comprehensive and f a i r ly cogent. His 
special examination of genius , nature and gusto i s comple-
mentary to the theory of imagination ani i s fu l l of profound 
i n s i g h t s . 
93. Complete Works of William H a z l i t t , o p . c i t . , Vol. IV, 
P. 152. 
9h. I b i d . , P.200; "Uncollected Essays," Complete Works of 
William H a z l i t t , Vol. XVII, p . 92. 
CHAPTER III 
KEATS'S CRITICAL STATEMENTS 
Keats l ike Haziit t did not write any formal t r ea t i se on 
l i t e r a ry theorizing. His c r i t i c a l pronouncements are 
scattered over some of h is l e t t e r s . Even in these l e t t e r s 
we do not find specific l i t e r a r y issues systematically 
discussed and concluded. A particular l i t e r a r y problem i s 
s ta ted, sometimes elaborated in a number of l e t t e r s . The 
reader ' s diff iculty l i e s In collecting these small bi ts 
from different places and piece them together in such a way 
that they provide a cogently argued narrative about a par t i -
cular point of view. This i s v/hy in the following pages 
we have t r i ed to identify the areas of l i t e r a r y theorizing 
under different conventional nomenclatures, l i ke the theory 
of imagination, the theory of impersonality,the theory of 
the function of poetry, e t c . So that i t becomes convenient 
to determine the extent of Haz i i t t ' s influence on Keats in 
regard to specific issues. 
Let ug f i r s t , look at Keats's views on imagination. 
KeatS's theory of Imagination i s central to l i f e and 
l i t e r a t u r e . He conceives of imagination as the creative 
faculty engaged in ordering and shaping the apparently 
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chaotic ^vorld and giving i t meaning. In Keats's own vjords 
"Imagination and i t s empyreal reflect ion i s the same as 
human l i f e and i t s sp i r i tua l r epe t i t i on , " Keats here is 
echoing what Wordsworth has said ea r l i e r . Imagination 
collects sensory perceptions from observable r ea l i t y . These 
perceptions are stored in mind and allowed to incubate. They 
l a t e r undergo a process of transmutation under the Impact of 
the creative faculty. But th is process of transmutation i s 
a repet i t ion a t a higher level of the act involved in the 
reception of the sensory perceptions, Keats here i s speak-
ing of primary imagination and poetic imagination which i s 
in l ine with Haz l i t t ' s views of imagination quoted in detai l 
in the l a s t chapter. 
Imagination i s prefiguratlve. I t externali25es 
visions of visualizations as a dream does and "brings to 
l ight non-existent things," Therefore imagination i s no 
mirror of the empyrean realm but i s inventive. It i s 
related to a higher vision of l i f e . This notion echoes 
Haz l i t t ' s views of imagination as capable of presenting 
things with or iginal i ty or freshness and his preference 
for the ideal. 
1. H.E, Rollins, op. c i t . . Vol. I , p. 185. 
2. I b i d . , p. 18*+. 
60 
As Haz l i t t expressed the view tha t imagination 
feigns objects according to n a t u r e , Keats a l so accepts the 
use of the world of phenomena or the world of r e a l i t y as the 
mater ia l upon which imagination opera tes . But he does not 
ru le out the p o s s i b i l i t y of the use of the world of the 
probable i n the Aidstote lean sense. For, Keats even the 
world of f i c t i o n or fantasy sustained by i t s own logic and 
in te rna l laws would be su i tab le mater ia l for poetry. Thus, 
for Keats as for Haz l i t t the scope of poetic mater ia l i s 
open-ended and t h i s view conforms to tha t of Ar i s to t l e and 
Sidney. What d i s t inguishes poetry from other discourses 
i s the ro l e of imagination in the former. 
Keats does not seem to favour imagination as some-
thing i r r a t i o n a l or an uncontrol led frenzy as Plato had 
opined but recognizes the r o l e of reasoning and log ic in i t s 
operat ion. H a z l i t t had held the same views i n h i s Esgay 
On the Pr inc ip les of Human Action. Speaking of the complex 
mind Keats s t a t ed t one t h a t i s imaginative and a t the same 
time careful of i t s f r u i t s - who would e x i s t pa r t l y on 
sensat ion and pa r t l y on thought. But the reasoning i s 
not of the r e s t r i c t i v e type , cont ro l l ing tlie f l i g h t of the 
3 . I b i d . , p . 185. 
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imagination but something vhich can put sensory percept ions 
in to meaningful wholes. Besides reason, he recognizes the 
ro le of knovaedge. Knowledge for Keats i s a co l lec t ion of 
information from var ious f i e l d s . "An extensive knowledge-
takes away the heat and fever : and he lps by widening specu-
l a t i o n , to ease the Burden of Mystery, "^ Knowledge fi irni-
shes imagination with information and helps i t to i n t e l l i -
gently perceive sensat ions and l o g i c a l l y i n t e r p r e t them, 
Keats fur ther says : 
The difference of high sensat ions with and 
without knowledge appears to me t h i s — in the 
l a t t e r case we are f a l l i n g cont inual ly ten 
thousand fathoms deep and being blown up 
again without wings and with a l l (the) 
horror of a bare shoulders are fledged 
and we go through the same a i r and space 
without fear . 5' 
Like Haz l i t t Keats affirmed tha t imagination functions in a 
sympathetic manner. The f acu l ty of imagination, through a 
kind of sympathy, can ident i fy i t s e l f with whatever comes 
h. Ibid. , p, 277. 
5, Ibid, p , 277. 
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before i t . The g rea t e s t power of imagination i s 'sympathy' , 
the a b i l i t y to project oneself completely i n t o any other 
objec t , character and s i t u a t i o n . Keats says : 
A poet i s the ipost un-poeticai of anything 
i n existence - he i s cont inual ly in for-and 
f i l l i n g some other body. 
Keats ' s view of the necess i ty of knowledge in the 
context of imagination has an echo of H a z l i t t ' s concept of 
the a s soc ia t ive nature of the c rea t ive facu l ty . I t i s 
needless to e labora te the comnon-place point of view t h a t 
without s tored information in the mind a s soc i a t i ons cannot 
be created out of vacuum. That Imagination i s a s s o c i a t i v e , 
i s fur ther hinted a t in the following statement. 
The simple imaginative Mind may have i t s 
rewards i n the r e p e t i t i o n of i t s own s i l e n t 
working coming cont inual ly on the s p i r i t 
with a f ine suddenness. ' 
Imagination l i n k s image and idea so a s to grasp t rue mean-
6. I b i d . , p. 387. 
7. I b i d . . p. 185. 
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ing and reveal the r e a l s ignif icance behind the web of 
images and ideas . This view i s drawn from Haz l i t t which i s 
as follows : 
Real poetry or poetry of the h ighes t order , 
can only be produced by unveil ing the 
r e a l web of a s s o c i a t i o n s , which have been 
wound round any subject by nature and the 
unavoidable condit ions of humanity," 
The "unavoidable condi t ions of humanity" r e f e r to the 
element of un ive r sa l i t y i n poetry because imagination does 
not produce photo-copy of r e a l i t y but r ep resen t s the 
universal underlying the seeming r e a l i t y of the human world. 
This element of un ive r sa l i t y i s fur ther e laborated 
i n Kea t s ' s concept of t ru th-beauty as the product of poe t i c 
imagimt ion . The end product of imagination i s presenta-
t ion of beauty which i s t r u t h , Keats expresses i t thus : 
I am ce r t a in of nothing but o£ the ho l iness 
of the Hear t ' s a f fec t ions and the t ru th of 
8. The Complete Works of H a z l i t t . OP. c i t . 
Vol. XIX, p. 75. 
64 
imagination- what the imagination rev izes a s 
Beauty must be t ru th . . . for I have the same 
idea of a l l over pass ions a s of love: they 
are a l l In t h e i r sublime, c rea t ive of 
e s sen t i a l beauty. ° 
For the dictum, "Beauty must be Tru th ," Keats owes to 
Haz l i t t , H a z l i t t did not ca tegor ica l ly s t a t e t h i s but 
believed tha t g rea t works of a r t reveal t r u t h because they 
are unimpaired 1^ time and personal pre judices . Keats i s 
not concerned with philosophical t r u t h as P la to was. For 
him t ru th i s a v i s ion of l i f e with abiding v a l i d i t y which 
V/ordsworth describes as t r u th tha t cannot be withered by 
clime nor can i t be rendered s t a l e by time. 
Having discussed the nature and function of imagi-
na t ion Keats proceeds to discuss the source of imagination 
which i s passions in t h e i r sublimity. When pass ions are 
then 
in tense / imagina t ion expresses in universal terms t ru th 
tha t which i s i d e n t i c a l with beauty. This expression of 
t ruth-beauty i s poss ible only when incongrui t ies are 
resolved. In Keats ' s words : 
9. I b i d . , p. 18^. 
10. As Earl R. Vfeisserman po in t s out in "Keats and Benjamin 
Bailey On the Imagination," Modern Languages Notes. 
Vol. LXVIII (1953), pp. 361-65, The imagination 
discovers authent ic tenth not analogous t ru th . 
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the excellence of pvery Art Is I t s In t ens i ty , 
capable of making a l l disagreeables evaporate 
from t h e i r being in close r e l a t ionsh ip with 
Beauty and Truth, ^^  
Fipom the above i t i s obvious tha t the poet ic Imagination 
operates only when passional In t ens i t y I s a t t a i n e d . Here 
i t is relevant to r e ca l l Wordsworth's statement which lends 
support to Keats ' s concept, Wordsworth has described the 
s i l e n t working of the a s soc ia t ive c r ea t i ve mind as : 
That serene and blessed mood. In which 
The a f fec t ions gently leads us on, u n t i l , 
The breath of t h i s corporeal frame. And 
Even the not ion of our own human blood 
Almost suspended, we a re l a i d as leep . 
In body, and become a l i v i n g soul; While 
With an eye made quie t by the power of 
Harmony, and the deep power of Joy, we 
See in to the l i f e of things . . . . ^ ^ 
Keats ' s concept of i n t ens i t y of passion owes to H a z l i t t ' s 
11, The Let ters of John Keats, OP. c i t . , p, 192. 
12. Poetry and Cr i t ic i sm of the Romantic MovementTOP. c i t , , 
p. 110. 
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concept of gusto developed in the "Roirnd Table" esgay. A 
great poet must possess an abundance of gusto as the in ten-
s i t y of the feel ing makes up for the d ispropor t ion of 
objects and i s capable of presenting the object with f ide-
l i t y . 
Besides i n t e n s i t y of pass ions , fancy and Imagina-
t ion play ro l e In poe t ic composition. Keats views »'Fancy 
as s a i l s , and Imagination a s Rudder, " He d i f f e r s from 
Coleridge in the sense t h a t he considers fancy as c losely 
l inked to imagination. In other words. Fancy which deperds 
more on Judgement and reason ac t s as a provider of d i rec t ion 
and a cont ro l l ing agent for the Imagination which may other-
wise go wild and be i d e n t i f i e d with the Platonic frenzy. But 
Fancy while in opera t ion , of i t s own, i s a s t a t i c , mechani-
cal facul ty about which Coleridge has ca t ego r i ca l ly s ta ted 
thus : "Fancy has no counters to play with but f i x i t i e s and 
d e f i n l t e s , " From the above discussion of Keats ' s theory 
of imagination i t I s evident that h i s theory i s an echo of 
the romantic view of imagination in general and to be more 
precise i t reminds us of t he H a z l i t t ' s pos tu l a t e s . 
13. The Le t te r s of John Keats , op. c i t . , p. I70. 
1^. Bioeraphia L i t e r a r l a . op. c i t . , p . 202. 
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Both Keats and Hazlltt uphold Imagination to be a 
creative faculty, operating on objects in a state of passio-
nal in tensi ty . Both agree that imagination functions in a 
disinterested manner in close affini ty with the object, 
character and situation of imitat ion, therein revealing 
ultimate truth which i s ident i f iable with beauty. Truth-
Beauty combination i s possible only when a l l disagreeables 
are dissolved. So the poetic creation is not mere imita-
tion but has novelty in i t . To conclude, we may say that 
Keats dares to "think" as well as "dream" with imagination. 
Closely connected with h is theory of imagination 
is his theory of inqjersonality or negative capabil i ty. 
While discussing Haz l i t t ' s theory of imaginative sympathy 
we referred to the seeds of the theory of negative capabi-
l i t y . Keats's idea of the "Cameleon poet" and his celebra-
ted idea of "negative capabili ty" show that in true poetry 
the identity of the poet i s obli terated by being invested 
in a suitable object which arouses the sympathetic imagina-
tion of the poet. Keats defined the idea of impersonality 
as follows : 
As to the poetical character i t s e l f ( I mean 
that sort of which, if I am anything, I am a 
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Member; that sort distinguished from the 
Wordsworthian or egot is t ica l sublime; which 
is a thing per se and stands alone) I t I s 
not I t s e l f - I t has no self . . . I t has no 
character , , . A Poet . . . has no Identity -
he i s continually In for and f i l l i ng some 
other body,'^ 
The poetical character described by Keats brings out the 
nature of the poet 's personality. Prom the above i t is 
^bvioug that the poet has no personality to express. In 
other words the poet has no self or identi ty to project 
into his composition. He continually identif ies himself 
with the object of h is depiction. This implies the poet 's 
object ivi ty , which i s to say that he must be capable of 
identifying himself with any object, s i tuat ion and character 
with detachment. This principle explains that the proper 
balance between the objective and subjective i s achieved 
only when the a r t i s t i s willing or able to forget himself 
in his composition, Hazlitt had explained similar ideas in 
the Edinburgh Review : 
15. The Letters of John Keats, op. c l t . , p. 387. 
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the poet appears , for the t ime, to ident i fy 
himself with the character he wishes to 
represent and to pass from one to the o ther , 
l ike the same soul successively animating 
d i f f e ren t bodies. 
I t i s e x p l i c i t t h a t Keats has been influenced by Haz l i t t in 
being intensely concerned with the problem of the iden t i t y 
of the poet . The strong s i m i l a r i t y between H a z i l t t ' s 
remarks and what Keats wr i tes here can hardly be acc iden ta l . 
They not only use a similar vocabulary in describing the 
"poetical cha rac t e r , " but they a l s o c i t e gusto as one of 
i t s p r inc ip le s and refer to Shakespeare for i l l u s t r a t i o n . 
In The Characters , which Keats h e a r t i l y admired, Haz l i t t 
uses Cleopatra in place of Jago and Imogen to i l l u s t r a t e 
how the great poet i s "continual ly . . . f i l l i n g some other 
body," for Shakespeare "could go out of himself and 
express the soul of Cleopat ra ." S imi lar ly , Keats 's idea 
t h a t "the poet ica l c h a r a c t e r s . . . l i v e in gusto" i s an 
almost d i r e c t t ransmission of Haz l i t t de f in i t i on of gusto 
as "the in t e rna l c h a r a c t e r , , . the l i v ing p r i n c i p l e of 
beauty," 
16. Quoted in Rene Wellek, "^ History of Modern Cri t ic ism ; 
1750-1950 (New Haven, 1953), Vol. I I , P. I63. Coleridge 
spoke of : "Imagination as the power of object ifying 
oneself , the Protean sel f - t ransforming power of genius. 
To become a l l things an^ ^ yet remain the same, to make 
the changeful God be f e i t in the r i v e r , the l i o n , and 
the f lame-that i s t rue P a g i n a t i o n . " 
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Keats ' s concept of negative capabi l i ty i s the most 
s i gn i f i c an t p r inc ip le of h i s l i t e r a r y creed. As Professor 
Bate has pointed ou t , Keats ' s idea expresses h i s convict ion: 
Man of achievement in l i t e r a t u r e must 
possess the a b i l i t y to negate or lose h i s 
i d e n t i t y i n something l a rge r than himself, 
a sympathetic openness t o the concrete 
r e a l i t y wi thout , an imaginative i d e n t i f i -
c a t i o n , a r e l i s h i n g and understanding of i t . ' 
Shortly before he wrote t h i s l e t t e r (on negative capabi l i ty) 
Keats had been reading H a z l i t t ' s "The Round Table ." In t h i s 
work and in "Table Talks" H a z l i t t descr ibes a s t a t e of mind 
which Keats echoes when he expresses h i s views on negative 
capab i l i ty : 
I mean by negative c a p a b i l i t y , t ha t i s , when 
man i s capable of being in u n c e r t a i n t i e s , 
mys te r ies , doubts , with any I r r i t a b l e 
18 
reaching a f t e r fac t and reason. 
According to Keats the poets possessing negative capab i l i ty 
17. Cr i t ic i sm t The Mayor Text, op. c l t . , p. 3^-7. 
18. The Let ters of John Keats, op. c l t . . p. 193. 
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are ; 
Men of Genius and great as etherlal chemicals 
operating on the Mass of neutral intellect but 
they have not any individuality, any determined 
character. 
Keats 's descr ip t ion i s almost a summary of the s t a t e of 
mind described by H a z l i t t , which deserves to be quoted in 
some d e t a i l : 
I t i s such a l i f e a s a pure s p i r i t might be 
supposed to l e a d , and such an i n t e r e s t a s i t 
might take in the a f f a i r s of men, calm, 
contemplative, pass ive , d i s t a n t touched with 
p i ty for t h e i r sorrows, smiling a t the i r 
a f f e c t i o n s , but not troubled by the i r n o t i c e , 
nor once dreamt of by them. He who l i v e s 
wisely to himself and to h i s own h e a r t , looks 
a t the busy world through the loopholes of 
r e t r e a t , and does not want to mingle i n the 
fray. 'He hears the tumult and i s s t i l l . ' 
19. Ibid, ^ p. 18M-. 
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He i s not able to mend i t , nor wri t ing to 
mar i t . He sees enough In the universe to 
i n t e r e s t him without put t ing himself forward 
to t ry what he can do to f ix the eyes of the 
universe upon him. Vain the at tempt . He 
reads the clouds, he looks a t the s t a r s , he 
watches the r e tu rn of the Seasons, the f a l l -
ing leaves of auttmn, the perfumed breath of 
sp r ing , s t a r t s with de l igh t a t the note of a 
thrush in a copse near him, s i t s by the f i r e , 
l i s t e n s to moaning of the wind, peres upon a 
book or discourses the freezing hours away, 
or melts down hours to minutes i n pleasing 
thought. All t h i s while he i s taken up 
20 
with other t h i n g s , forget t ing himself. 
This passage demonstrates the noteworthy inf luence tha t 
Haz l i t t had on Keats and i s s ign i f i can t for understanding. 
Keats ' s concept of negat ive capab i l i t y . For Haz l i t t not 
only reveals the values of the s t a t e of mind in negative 
capab i l i t y but a l so incorporates a descr ip t ion of a person 
in t h i s s t a t e beginning with the long sentence "he reads 
20. "On Living to Oneself," '/forks, op. cit. . Vol. VIII, 
p. 91. 
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the clouds, he looks a t the s t a r s , he watches the r e t u r n of 
the seasons ." This I s p rec i se ly the " l i f e of sensat ions" 
t h a t Keats wanted to l i v e . The l a s t phrase "forget t ing 
himself" i s a premise to sympathy, the concept which colour-
ed the l i t e r a r y theor ies of H a z l i t t and Keats, 
We can now consider Keats* s theory of poetry in 
general , Keats' s basic a t t i t u d e to poetry i s t raceable 
from h i s l e t t e r to Reynolds of 19 February I818, Poetry i s 
the production of imagination, and makes the beholder aware 
of i t s a r t i s t i c r i chness and complexity. Keats' says, 
I have an idea tha t a Man might pass a very 
p leasant l i f e in t h i s manner - l e t him on any 
ce r t a in day read a cer ta in Rage of fu l l Poesy 
or d i s t i l l e d and l e t him wander with i t , 
and muse upon i t , and r e f l e c t from i t , and 
bring home to i t , and prophesy upon i t , 
u n t i l i t becomes s t a l e but when wi l l i t do 
so? Never when Man has arr ived a t a cer ta in 
r ipeness in i n t e l l e c t anyone grand and 
s p i r i t u a l passage serves him as a s t a r t i ng 
post towards a l l "the two and t h i r t y Pa laces . " 
How happy i s such a "voyage of conception," 
what a de l i c ious d i l i g e n t Indolence. ' A. doze 
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upon a sofa does not hinder i t , and a nap 
upon c lover , engenders e therea l f lnger-
pa ln t lngs - the p r a t t l e of a ch i ld gives I t 
wings, and the converse of the middle age 
a s t r a i n of music conducts "to an old 
angle of the I s l e , " and when the leaves 
21 
whisper i t "puts a g i rd l e around the e a r t h , " 
In t h i s l e t t e r Keats i s t e l l i n g Reynolds not only how the 
poet crea tes an endless ly evocative tex ture of words through 
metaphors, but algo how words take on a world of possible 
connotat ions and, depending upon the prec i s ion with which 
they are ordered in the poem, may p r e c i p i t a t e new and 
surpr is ing networks of references . Keats c l e a r l y favours 
a highly evocative poetry of metaphor. This l e t t e r fur ther 
s p e l l s out the character of " d i s t i l l e d " a r t . In remembering 
the p o e t ' s complex Journey,of fancy, the percept ive reader 
apprec ia tes the beauty, d i v e r s i t y and r ichness of a r t . He 
expressed the following views: 
Now i t appears to me tha t almost any Man 
may l i k e the spider spin from h i s own inwards, 
21 . The Let te rs of John Keats, op. c i t . . p. 235+. 
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h i s owi a i r y c i t ade l - the poin ts of leaves 
and twigs on which the spider begins her 
work are few and she f i l l s the Air with a 
beaut i ful c i r c u i t i n g : man should be content 
with a few points to t i p with the f i r e 
webb of h i s soul and weave a t apes t ry 
empyrean f u l l of symbols for h i s s p i r i t u a l 
eye, of softness for h i s s p i r i t u a l touch, 
of space for h i s wandering of d i s t i n c t n e s s 
for h i s luxury. But the Minds of Mortals 
are so d i f f e r e n t and bent on such diverse 
journey tha t i t may a t f i r s t appear 
impossible for any common t a s t e and 
fel lowship to e x i s t between two or three 
under three supposi t ions . I t i s however 
qui te the contrary - Minds would leave 
each other in contrary d i r e c t i o n s , 
t raverse each other in Numberless po in t s , 
and at l e a s t greet each other a t the 
22 journey's en i . 
The "man spoke of" is evident ly the poet, and the " tapestry 
22. The l e t t e r s of John Keats, op. c i t . , p. 23^. 
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empyrean" i s the highly craf ted fabric of h i s poem. I t is no 
p la in footmat but a globelin a r r a s , wrought by the complex 
of imagination and reaching, in i t s i n t e n s i t y , the empyreal 
realm of Truth-Beauty. 
Keats defined poetry in a l e t t e r to John Taylor as 
follows ! 
In poetry I have a few Axioms... Poetry 
should surprise by a fine excess and not 
by singularity - it should strike the 
Reader as a working of his own highest 
thoughts, and appear almost a Remembrance-
Its touches of Beauty should never be half 
way thereby making the reader breathless 
instead of content : the rise, the progress 
the setting of imagery should like the sun 
come natural to him - Shine over him ani 
set soberly although in magnificence 
leaving him in the luxury of twilight ... if 
Poetry comes not as naturally as the leaves 
to a tree it had not better come at all.^^ 
23. Ibid., pp. 238-39. 
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The idea t h a t poetry must be memorable I s drawn 
from H a z l l t t . Keats i s suggesting in the above passage 
t h a t a poem i s autonomous, complex and highly unif ied which 
Is an echo of Coler idge 's concept of poem a s a l i v ing 
organism which acted a s a source material for the New 
C r i t i c s . Furthermore the poet in making "a beaut i fu l 
c i r c u i t i n g " i s creat ing h i s own world. Every poet ic act 
of creat ion i s a taming of the rovigh Heracli tean beast , 
flux or chaos. The meri t of each poem res ides in the 
number of perceived r e l a t i o n s h i p s in i t s p a r t s , a l l of 
which should cont r ibute funct ional ly to the whole. Keats 
proposes here an organic theory of l i t e r a t u r e which found 
i t s s t rongest adherent in Cleanth Brooks. Keats ' s 
organic theory of l i t e r a t u r e conforms bas ica l ly to Coler idge 's 
idea of beauty as "multei ty in unity*'; for the 'degree of 
r i chness in a p o ^ i s proport ional to the var ie ty ^ s j ) a r t s 
which i t holds in uni ty .^^ , , " ' " ; i 
Keats aimed a t unity in poetry. A poem should not 
only be highly in tegra ted , par t to p a r t , and par t to whole, 
but should ex fo l i a t e in a na tura l and orderly way. In a 
2^-. Cleanth Brooks, "The Poem as Organism : Modern Cr i t i c a l 
Procedure," English I n s t i t u t e Annual (19I+0), pp. 30-I , 
37-8. 
25. The Complete Vforks of Samuel Tavtor Coleridpe. o p . c i t . , 
Vol. IV, p. 330. 
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l e t t e r to James Hessey, Keats s ta ted " that which I s creat ive 
must c rea te I t s e l f . " Indeed the iinfolding of a poem and 
i t s progress lend to I t s overa l l order. Keats I s affirming 
what Haz i i t t had e a r l i e r expressed "the poet does not more 
than describe what a l l o thers think and a c t . " A s imi lar 
view i s expressed by Coleridge when he i s speaking of the 
unity In poem. He says : 
the common end of . . . a l l poems Is to convert 
a s e r i e s i n t o a whole: to make those events , 
which in real or imagined h i s to ry move in a 
s t r a i g h t l i n e assume to our understanding a 
27 
c i r cu la r motion. ' 
Poetry while bringing about uni ty between par t s i s assumed 
to move in a "c i rcular motion" because i t has nothing t o 
prove. 
Poetry was l i f e for Keats, and each poem an 
"al legory" of the inner l i f e of imagination suggests to 
George and Georglana Keats : 
26. The Le t t e r of John Keats, op. c i t . , p. 37I+. 
27. E.L. Griggs, e d . , Unpublished Let te rs of Samuel Taylor 
Coleridge, (New Haven, 1933), Vol. I I , p. 238. 
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A Man' s l i f e of any worth I s a continual 
a l legory - and very few eyes can see the 
Mystery of h i s l i f e - a l i f e l i k e the 
sc r ip tu re s f igura t ive , , . Lord Byron cuts 
a f igure - but he i s not f i gu ra t i ve -
Shakespeare l ed a l i f e of Allegory; h i s 
28 
works a re comments on i t . 
Here Ksat i s expressing h i s be l i e f t h a t within the poetry 
we perceive the dominant l i f e which the poet chooses to 
record , the l i f e of Imagination. That i s why he said l a t e r , 
I find t h a t I cannot e x i s t without poetry 
- without e te rna l poetry - ha l f the day wil l 
not do the whole of i t , ^ 
Poetry should be na tu ra l . I t should come sponta-
neously as leaves to a t r e e . Here Keats i s resonat ing 
what Haz l i t t had said in The Round Table essay "On 
Posthumous Fame": 
I t i s Indeed, one c h a r a c t e r i s t i c mark of 
28. The Le t te r s of John Keats, OP. c i t . , p . 67. 
29. I b i d . , p. 133. 
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the highest class of excellence to appear 
naturally the mind of the author, without 
consciousness or effort. The work seems 
like inspiration.-^ 
This idea of Haz l i t t i s comparable to Kea ts ' s remarks on 
Shakespeare's sonnets , "they seem to be fu l l of fine things 
said unintentionally."-^ 
Poetry i s of the empyreara and the a i r . Keats 
uses words as s p i r i t u a l , e thereal and empyreal to denote 
the nature of poetry. Poetry transcends the material and 
the mortal realm and p e r t a i n s to fantasy or the imagination. 
Keats seems to draw t h i s concept from H a z l i t t , for Haz l i t t 
had u t te red s imi lar views i n h i s essay "On Poet ic V e r s a t i l i t y . " 
Poetry dwells in a perpetua l utopia of i t s 
own . . . . I t has the range of the u n i v e r s e ; I t 
t r ave r ses the empyrean . . . . I t s s t rength i s in 
i t s wings, i t s element the a i r . . . s u l l i e d , 
degraded as we have seen i t , we shal l not 
i n s u l t over I t , but leave i t to Time to take 
out the s t a i n s i t i s a thing immortal a s i t s e l f . " 
30. See David Bromwich, Haz l i t t the Mind of a Cr i t ic^ 
New York: O.U.P., 1983), PP. 363-6M-. 
31. The Le t te r s of John Keats, OP. c i t . . p. I88. 
32. Complete V/orks of William H a z l i t t , op. c i t . ^ Vol. IV, 
P. 151. 
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Ethereal things form the subject matter of poetry 
for Keats. These e therea l things may be divided under 
three heads which are ' as follows • 
Things r e a l - things semi-real - and no 
things - Things r ea l such as exis tences 
of sun, moon and s t a r s and passages of 
Shakespeare, Things semi-real such as l ove , 
the clouds and which r equ i re a greet ing of 
the s p i r i t to make them e x i s t - and Nothings 
which a re made Great and d igni f ied by an 
ardent pursuit,-^^ 
Here Keats i s speaking of thee l e v e l s of r e a l i t y which 
poetry dea ls with. This idea reminds us of A r i s t o t l e ' s 
categoris ing th ings , as h i s t o r i c a l , semi-real and fan tas-
t i c which cons t i t u t e the subject matter of poetry . Unlike 
Keats, Haz l i t t did not c lass i fy the subject matter of 
poetry d i s t i n c t l y but t h e i r ideas of the content of poetry 
are s imi la r . 
"Poetry should be great and unobtrusive" wrote 
33. The Let te rs of John Keats^ OP. c i t . . pp. 2if2.^-3. 
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Keats to Reynolds. He fu r the r added : 
a thing which e n t e r s one ' s sou l , and does not 
s t a r t l e i t or amaze i t with i t s e l f but with 
i t s sub jec t .^ 
Keats here Implies t h a t the content and thought of poetry 
should be sublime so as to touch the soul and thereby 
please the r eade r s . The r e a d e r ' s response must correspOTid 
to the v i s ions and enotlons v*iich the poet has created in a 
pa r t i cu l a r frame of mind. Keats i s emphasizing here the 
poet - reader r e l a t i o n s h i p which was to be l a t e r discussed by 
I . A. Richards in d e t a i l . 
The poet must deal with l ived f e l t experiences in 
h i s poetry for we are able to comprehend and feel those 
feel ings be t te r which the poet himself has imaginatively 
undergone. Keats expressed t h i s view while speaking on 
the t ru th of passions in Wordsworth' s poetry. He s ta ted : 
We find what he says t rue as far a s we have 
experienced and we can Judge no fur ther but by 
3^. Ib id . , p. 22W. 
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large experiences - for axioms in philosophy 
are not axioms u n t i l they proved upon our 
pulses : We read fine things but never feel 
them to the fu l l un t i l we have gone the same 
s teps as the Author, ^ 
Keats i s scept ical about the en te r ta in ing function of 
poetry. In h i s words : 
I am sometimes so very scep t ica l a s to th i rk 
Poetry i t s e l f a mere Jack a l an t e rn to amuse 
whoever may chance to be s t ruck with i t s 
b r i l l i a n c e . ^ ^ 
But he disapproves of d i d a c t i c or i n s t r u c t i v e function of 
poetry. He s a i d , "we hate poetry t h a t has palpable design 
upon u s . " Keats affirmed the fact that poetry has social 
function t o perform besides proving p leasure . He wrote to 
Fanny Brawne : 
If my heal th would bear i t , I could wri te a 
Poem which I have in my head, which would be 
35. Ib id . . p. 279. 
36. Ib id . . p. 21+2. 
37. Ibid. , p. 22Vf. 
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a consolat ion for people in such a s i tua t ion 
as mine. I would show someone in Love as I am, 
with a person l i v i n g in such l i b e r t y as yo do.^ 
The poet endeavours to : 
add a mite to t ha t mass of beauty which i s 
harvested from these grand n a t e r i a i s ( t he 
space, the magnitude of mountains and 
wate r fa l l s ) by the f i n e s t s p i r i t s , and put 
in to e therea l exis tence for the r e l i s h 
of one' s fel lows.- '^ 
The above are the major c r i t i c a l pronouncements of 
John Keats, In t h i s chapter wherever the oppor tuni t ies 
arose we have mentioned Keats ' s indebtedness to H a z l i t t 
supported by the Comparative study of Kea t s ' s and H a z l i t t ' s 
c r i t i c a l t heo r i e s . Keats emerges to be spec ia l ly drawing 
on Haz l i t t for h i s theory of Imagination, views on the 
impersonali ty of the poet or the negative capab i l i ty and 
the nature and function of poetry. Professor Bate i s 
r i g h t in making the following statement: "Keats 's values 
38. Ibid. , p. 312. 
39. I b i d . , p. 301. 
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appear a s a g i f ted extension and development of H a z i l t t . " 
Professor C.D. Thorpe throws l i g h t on t h i s a f f i n i t y between 
t h e i r views by r e fe r r ing to t h e i r personal r e l a t i o n s h i p ; 
He says that Keats ' s r e l a t i o n s h i p with most of h i s contempo-
r a r i e s was seasonal but H a z l i t t ' s "f iery laconlsms" captured 
h i s admiration and won h i s steady a l l e g i a n c e . The r e l a t i o n 
between them was one of mutual respect and f r iendship which 
became the bas is of t h e i r i n t e l l e c t u a l a f f i n i t y . As a 
r e s u l t of t h i s cord ia l r e l a t i o n s h i p Keats was recept ive to 
H a z l i t t ' s ideas and adhered e n t h u s i a s t i c a l l y to them. We 
cannot over look Professor Thorpe's opinion as Keats himself 
opined in a l e t t e r to Haydon : there are three things to 
re jo ice in t h i s Age - The Excursion, Your P ic tures and 
UP 
H a z l i t t ' s depth of Taste, H a z l i t t ' s c r i t i c i sm wag a 
p o s i t i v e , const ruct ive force in Keats ' s I n t e l l e c t u a l growth. 
ho. Cr i t ic ism ; The Ma.lor Texts , op. c i t . , p . 3I+7. 
^•1. C.D. Thorpe, "Keats and Haz l i t t : A Record of Personal 
Relat ionship and C r i t i c a l Es t imate ," Pgbl lcat lons 
of the Modern Language Association of America. Vol. LXII, 
(19^7), PP. W7-88. 
h2. The Let te rs of John Keats, op. c i t . , p, 203. 
CHAPTER IV 
CONCLTOION 
The foregoing discusslori e s t ab l i shes two things s one t h a t 
both Haz l l t t and Keats belong to the c r i t i c a l t r a d i t i o n of 
ronent lc ian and secondly t h a t , Keats, a g rea t admirer of 
H a z l i t t , took up the major c r i t i c a l i ssues discussed and 
elaborated by H a z l i t t , for a much subt le r explora t ion than 
h i s f r iend. The uniqueness of Keats l i e s in the fac t tha t 
he does not merely echo H a z l i t t but approaches l i t e r a r y 
I s sues in h i s own r i g h t s a s a c r i t i c . This i s not to 
re fu te what Kenneth Muir hag a s se r t ed t "almost a l l Keats 'g 
c r i t i c a l opinions or ig ina ted in H a z l i t t ' s e s says , " 
Professor CD, Thorpe in h i s study of the personal r e l a t i o n -
ship between H a z l i t t and Keats hag revealed tha t there was 
"mutual respec t and f r i endsh ip , " between them, which 
na tura l ly led Keats to draw upon H a z l i t t ' s wr i t i ngs . But 
more than the personal r e l a t i o n s h i p , Keats was himself 
convinced of the importance of the l i t e r a r y issues t rea ted 
by H a z l i t t . 
The pos i t i ve e f fec t s of H a z l i t t ' s c r i t i c i s m are 
d i r e c t l y revealed in the d i scuss ions of several l i t e r a r y 
issues which Keats included in h i s l e t t e r s . H a z l i t t ' s 
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Characters of Shakespeare's Plays and Lectures On The English 
Poets were dec is ive Influences In the formation of Keats ' s 
a r t i s t i c creed. Keats himself acknowledged H a z l i t t ' s 
i n t e l l e c t u a l powers i n the famous reference to "his depth of 
t a s t e " and in l l r k i n g the book to "Works of gen ius . " 
The inpor tant c r i t i c a l l e t t e r s containing Keats' 3 
l i t e r a r y ideas a re - "Beauty must be Truth" to Bailey, 
22 November I817? "Ifegative Cnpabil i ty" to George and 
Thoims Keats, 21 December 1817; end "Endymion" to John 
Taylor, 27 February 1818. 
Keats followed H a z l i t t i n regard to the nature and 
function of Imagination. Keats considers imagination to be 
the c rea t ive faculty which super intends , combines and moulds 
sensory perceptions in order to r ec rea t e . How Imagination 
functions Keats wr i t e s : Imagination i s of two types primary 
imagination and secondary or poetic imagination. Primary 
imagination i s possessed by a l l normal human beings v^ i le 
secondary Imagination i s the faculty respons ib le for poet ic 
c rea t ions . Primary Imagination combines chaot ic sensat ions 
i n to meaningful perceptions while poet ic Imagination works 
on sensory percept ions and in a s t a t e of passional In tens i ty 
transmutes these percept ions in to new percept ions so tha t 
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they appear novel, unfamiliar and a e s t h e t i c a l l y beaut i fu l . 
By passional i n t ens i t y Keats i np l l e s the s t a t e of emotional 
excitement when the feel ings are so in tense a s to induce 
imaginative facul ty into a c t i v i t y . Keats d i s t i ngu i shes 
Imagination from Fancy. He says tha t Fancy i s a mechani-
cal facul ty working on " f i x i t i e s and d e f i n i t e s " and does 
not c rea te r a t h e r produces the copy of the o r ig ina l ob.lect. 
He held poet ic imagination to be the super ior faculty of 
the two. Imegimtion works in close cooperation with 
reasoning and knowledge. Hence imagination i s not fancifiOL 
or wi l fu l but a reasonable and r e l i a b l e facu l ty . I t i s not 
only a s soc i a t ive but i n t u i t i v e a l s o , Imagimtion act ing on 
sensory impressions a s s o c i a t e s them and revea l s r e a l i t y 
embodied i n them. Keats* s " in tens i ty of pas s ion , " in f a c t , 
i s an e labora t ion of H a z l i t t ' s concept of ' g u s t o . ' 
Like H a z l i t t , Keats was concerned with the problem 
of the p o e t ' s iden t i ty or pe rsona l i ty the poet was conceived 
to be an impersonal creator without i d e n t i t y and who i s 
capable of ident i fying himself with d iverse o b j e c t s , 
cha rac t e r s , and s i t u a t i o n s . This idea i s the bas is of the 
theory of TIegatively Capabil i ty which Implies the mental 
s t a t e when the poet composes with detachment in the s t a t e of 
negat ion of the sel f . This i s amply evidenced by Shakespeare 
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who could create a Cordelia with as per fec t an ease as a 
Goner 11 or a Desdamona and an lago in the same composition. 
This i s possible only vjhen the c rea tor constantly makes 
h i s ov/n personal i ty malleable so tha t he could enter into 
the p e r s o n a l i t i e s of diverse na ture without being p a r t i a l 
to anyone. H a z l i t t ' s sympathetic imagination in the source 
of Keats ' s view i n t h i s regard. 
Keats ' s concept t ha t Truth and Beauty are iden t ica l 
a l s o owes to H a z l i t t , The combination of t ru th - beauty i s 
achieved when poe t i c Imagination operates on intense feel ings. 
In t h i s s t a t e of passional sublimity the mind i s capable of 
ge t t ing r id of incongrui t ies from objec ts . In other words 
propor t ional harmony i s r e a l i s e d , which i s equivalent to 
t ru th and beauty. By t ru th Keats means au then t i c t ru th 
which i s universa l ly acceptable and true to observable 
r e a l i t y . Beauty implies harmony among the various pa r t s 
of the object and contr ibutes to balance, propor t ion and 
unity of a poe t i c a r t e f a c t . This means t ha t an object in 
order to be t rue to r e a l i t y a s well as beaut i ful must 
represent un ive r sa l i ty and be free from personal prejudices 
or concerns and have organic un i ty . Thus the concept oT 
Beauty i s not r e l a t ed only to the content but a lso to the 
form and s t ruc ture of a poet ic conposit ion. 
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Like H a z l i t t Keats believed tha t poetry should be 
natural and come spontaneously to the poet without r e s t r a -
i n t or much e f fo r t . Spontaneity or naturalness in poetic 
composition vas the hallmark of romantic c r i t i c i s m which was 
emphasized tiy Haz l i t t and then by Keats. This concept was 
a r e a c t i o n aga ins t neo-c la s s i ca l r e s t r a i n t , a r t i f i c i a l i t y 
and control of imagination by Judgement. 
Keats favoured a wide framework for the subject 
matter of poetry which can be things r e a l , serai-real and 
even non-exis tent . In things r e a l Keats includes Sun, 
Moon, Stars and passages of Shakespeare; semi-real things 
are th ings such as Love and cloud; and non-exis tent things 
are those vhich are f a n t a s t i c a l but are made g rea t and 
dignif ied by ardent p u r s u i t . Concerning the language of 
poetry and i t s function H a z l i t t and Keats were cer ta in tha t 
the language of poetry should be natural or f ami l i a r , devoid 
of unnecessary e labora te expressions. A. regards the function 
of poetry both the c r i t i c s favoured entertainment a s w^ll as 
i n t e l l e c t u a l enlightenment. ' They held nature superior to 
a r t ; i t wag the soul of poetry. The aim of the poet i s to 
fa i th fu l ly depic t nature but not to become a blind imi ta tor . 
This means they regarded the poefc as the T^ an of Genius 
ani fee l ings ( sens i t ive) and hence capable of o r i g i n a l i t y 
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and innovation. 
Thus, John Keats ' s l i t e r a r y creed and values appear 
as a gif ted extension and development of H a z l i t t ' s . " Keats 
was bas ica l ly a poet who used H a z l i t t ' s Ideag for c r i t i c a l 
purposes. H a z l i t t ' s ideas generated phi losophical r eac -
t ions in Keats ' s mind ^itiloh in turn produced a v i t a l 
in^jrovement in the o r ig ina l material which made Kea ts ' s 
views more p ene t r a t i ve , sens i t ive and persuasively 
expressed. 
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